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INTRODUCTION
It is  the  re s p o n s ib il i ty  of the  m u sic  ed u ca to r to  p ro v id e  a 
b a la n c ed  m u s ic a l e x p e rie n c e  fo r  a ll  m e m b e rs  of the band o r  o r c h e s ­
t r a .  A un it of th e  en sem b le  w hich is  often  n eg lec ted  in  th is  ba lan ced  
e x p e r ie n c e  is  the  p e rc u s s io n  sec tio n .
In s tru m e n ta l  m u s ic  te a c h e r s  who a re  not p e rc u s s io n is ts  
th e m se lv e s , r e a d ily  ad m it th a t the  p e rc u s s io n  se c tio n  is  m o st often 
the  w eak es t p a r t  of the  e n sem b le . In add ition  to  th is , p e rc u s s io n is ts  
in  sch o o l b ands and o r c h e s t r a s  f re q u e n tly  re c e iv e  the le a s t  am ount of 
a tte n tio n  f ro m  th e i r  d i re c to r .  ^
F ra n k  L. B a tt is t i ,  C h a irm a n  of the  I th aca , New Y ork, I n s tru ­
m e n ta l M usic D ep a rtm en t, s ta te s  th e  c a se  of th e  p e rc u s s io n is t  as 
fo llow s:
U ntil qu ite  re c e n tly , and in  so m e sch o o ls  even today, the d ru m m er 
w as c o n s id e re d  as  " so m e th in g  o th e r  than  a  m u sic ian . " He d id n 't 
f it  in to  the  sam e  c a te g o ry  a s  the  v io lin is t ,  the  c la r in e t is t ,  o r  any 
of th e  o th e r  m elo d ic  in s t ru m e n ta l is ts .  D ru m m e rs  w ere  ta lk ed  to 
and t r e a te d  by co n d u c to rs  of sch o o l m u s ic a l o rg an iza tio n s  as 
p a r t ic ip a n ts  who p lay ed  so m e  rh y th m ic  f ig u re s . Things such  as 
p h ra s in g , tone c o lo r , b lend , and b a lan ce  w ere  not ask ed  fo r  o r 
taugh t and as  a r e s u l t  the  d ru m m e r  g rew  up in  a rhy thm -pound ing  
w o rld  r a th e r  th an  th e  m u s ic a l w o rld  of the  o th e r  m e m b e rs  of the 
band  o r  o r c h e s tr a .  ^
^ R o b ert B u g g ert, T each ing  T echn iques fo r  the P e rc u ss io n s
(R ockville  C en tre : B elw in, Inc. , 1960), p. 2.
^ F ra n k  L- B a tt is t i ,  "M u sic ian sh ip  fo r the High School P e r ­
c u s s io n is t ,  " The Ludw ig D ru m m e r , Vol. 3, No. 2 (F a ll, 1963), p. 21.
T his  vo id  in  the in s tru c tio n a l b a lan ce  is  p a r t ia l ly  cau sed  by 
in ad eq u a te  in s tru c tio n  o ffe red  the  p ro sp e c tiv e  m u sic  te a c h e r  by in s t i ­
tu tio n s  of h ig h e r  le a rn in g . A stu d y  m ade by M ichael B. Lam ade 
in d ic a te s  th a t s ix ty -se v e n  p e rc e n t of the sch o o ls  su rv e y e d  had no 
in s t r u c to r  who w as a s p e c ia l is t  in  the  a r e a  of p e rc u ss io n .  ̂ A m o re  
re c e n t  ev a lu a tio n  by  G ordon P e te r s ,  the  p r in c ip a l p e rc u s s io n is t  of 
the  C hicago Sym phony O rc h e s tra ,  in d ica te s ;
. . . of a p p ro x im a te ly  550 in s titu tio n s  c o n fe rr in g  m u sic  d e g rees  
in  the  U nited  S ta tes  only  about 50 em ploy a tra in e d  p e rc u ss io n  
i n s t r u c t o r .4
To co m p lica te  m a t te r s  f u r th e r ,  the  in s tru m e n ta l m u sic  te a c h e r  
m u s t a ccep t th e  r e s p o n s ib il i ty  of in s tru c tin g  h is  s tu d en ts  in  a ll of the 
p e rc u s s io n  in s tru m e n ts . T h is  in c lu d es: the  s n a re  d rum , the b a s s  
d ru m , the  cy m b a ls , the ty m p an i, the  m a lle t-k e y b o a rd  in s tru m e n ts , 
the L a tin  A m e rica n  in s tru m e n ts ,  the  t r a p s  ( tr ian g le , tam b o u rin e , 
w oodblock, te m p le  b lo ck s), and the  so u n d -e ffec t equipm ent. The 
Guide to  T each ing  P e rc u s s io n  l i s t s  52 s e p a ra te  p e rc u ss io n  in s tru m e n ts . '
^M ichael B. L am ad e , " T e a c h e r - tra in in g  in  P e rc u ss io n , " The 
In s tru m e n ta lis t , Vol. XII (M arch , 1958), p. 74.
"^Gordon P e te r s ,  "O ur R e sp o n s ib ilitie s  in  P e rc u ss io n , " The 
In s tru m e n ta lis t ,  Vol. XVIII, No 10 (May, 1964), p. 88.
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H a r ry  R. B a r t le t t ,  Guide W T each ing  P e rc u ss io n  (Dubuque: 
W illiam  C. B row n Com pany, 1964), p. V.
The band o r  o r c h e s t r a  d ire c to r  fa c e s  a fo rm id ab le  ta sk  in 
p ro v id in g  th e  n e c e s s a r y  in s tru c tio n  on a ll of the  p e rc u ss io n  in s t r u ­
m en ts  d u rin g  the  r e h e a r s a l  p e r io d s .
How could  the  m a te r ia ls  r e q u ire d  fo r  adequate  p e rc u ss io n  
in s tru c tio n  be m ade av a ilab le  to  the s tu d en t?  To give an sw er to  th is  
q u es tio n  the  P e rc u s s io n  L ib r a r y  w as o rg an ized .
The P e rc u s s io n  L ib ra ry
T h is  l ib r a r y  of p e rc u s s io n  m a te r ia ls  w as designed  to  co v er a 
w ide ra n g e  of p e rc u s s io n  in fo rm a tio n . The follow ing c r i te r i a  w ere  
u sed  in  the se le c tio n  of the  m a te r ia ls  fo r  th e  l ib ra ry :
(1) M u sica l v a lu e . The m a te r ia l  m u st see k  to  in sp ire  high 
s ta n d a rd s  of m u sic ian sh ip .
(2) C la r ity . The m a te r ia l  m u s t be c le a r ly  u n d ersto o d  by 
the  h igh  sch o o l s tu d en t.
(3) C ontent. The m a te r ia l  m u st co v e r  the su b jec t m a tte r  
th o ro u g h ly  and in  an in te re s tin g  m an n e r.
The s e le c tio n  of m a te r ia ls  fo r  th e  P e rc u s s io n  L ib ra ry  w as 
su p e rv is e d  and ap p ro v ed  by M r. M erv in  B ritto n , P e rc u s s io n  In s tru c to r  
a t A rizo n a  S tate  U n iv e rs ity , T em pe, A rizo n a .
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PERIODICALS 
The H olton F a n fa re  - s e le c te d  a r t ic le s .
The In s tru m e n ta lis t  - s e le c te d  a r t ic le s .
The Ludw ig D ru m m e r - s e le c te d  a r t ic le s .
W ith the  developm ent of the  P e rc u s s io n  L ib ra ry  cam e the need 
fo r  a  c o u rse  of stu d y  fo llow ing  a lo g ic a l seq u en ce . The Study Guide 
w as d esig n ed  to  f i l l  th a t need .
THE PRO B LEM  
The p u rp o se  of th is  s tu d y  w as to  design  a study  guide w hich 
w ould aid  th e  d ir e c to r  in  p ro v id in g  in s tru c tio n a l m a te r ia l  fo r  the
p e rc u s s io n  sec tio n . The s tu d y  guide would a s s i s t  the s tuden t p e r c u s ­
s io n is t  in  acq u irin g : (1) a  g e n e ra l know ledge of the p e rc u ss io n  in s t r u ­
m en ts  and m ethods of th e i r  p e r fo rm a n c e , and (2) an u n d erstan d in g  of 
the ro le  of the  p e rc u s s io n  in s tru m e n ts  in  the en sem b le . T hese  
f a c to rs  a r e  r e la te d  to  p e rc u s s io n  " tech n iq u e"  and a re  t r e a te d  as a ids 
in  the  developm en t of the  m e n ta l d isc ip lin e  w hich is  a  re q u ire m e n t of 
tech n iq u e  and m u sic ian sh ip .
The Study Guide
T he s tu d y  guide h as  b een  a r ra n g e d  in  u n its , fo r  exam ple:
U nit I - B a s ic  P e rc u s s io n  T ech n iq u es, U nit II - The S nare  D rum ,
U nit III - The B a s s  D rum , e tc . E ach  un it is  p re fa c e d  w ith  a l i s t  of 
the m a te r ia ls  u sed  in  it .  The re a d in g  a s s ig n m e n ts  in  each  unit a re  
n u m b ered  and te s t  q u es tio n s  co v e rin g  the  a ss ig n e d  m a te r ia l  follow 
each  a ss ig n m e n t. W ithin each  unit the s tudy  of m u sic ian sh ip  h as b een  
d iv ided  in to  th re e  a re a s :  (1) m u s ic a l co m p reh en sio n , (2) d rum m ing  
tech n iq u es , and (3) p h y s ic a l p ro p e r t ie s  and te rm in o lo g y . T hese  a re a s  
a r e  defined  s p e c if ic a lly  in  the  N ote to  the  Student in  Unit I.
W hen im p lem en tin g  the  te s t s ,  the  w ord ing  of each  question  
shou ld  follow  th a t g iven  in  th e  stu d y  guide. In s ta tin g  the  q u estio n s , an 
e ffo rt h as  b een  m ade to  follow  th e  tone o r  c h a ra c te r  of the  a u th o r 's  
w ritin g . The a n sw e rs  follow  d ire c t ly  a f te r  each  q u estio n  and have been  
sp e c if ic a lly  d es ig n ed  fo r  u se  by  the  m u s ic  e d u ca to r. He, in  tu rn , w ill 
m o d e ra te  ju d g m en t of h is  s tu d e n t 's  w r itte n  a n sw e rs .
A w ide ran g e  of q u es tio n  ty p es  have b een  u sed  in  the study 
guide. In the te s tin g  of re a d in g  co m p reh en sio n  the  m o st com m on types 
a r e  m u ltip le  ch o ice , co m p le tio n  and t r u e - f a ls e  q u es tio n s . E ssa y  
q u es tio n s  a r e  often  tim e -c o n su m in g  fo r  th e  te a c h e r  and a re  th e re fo re  
sp a c e d  th roughou t th e  s tu d y  guide. ®
At th e  co n c lu sio n  of each  un it, c o r re la te d  a ss ig n m en ts  a re  
g iven  in  one o r  m o re  of th e  th re e  follow ing a re a s :
(1) P lay in g  A ssig n m en ts  - -  fo r  the developm ent of technique 
and m u sic ia n sh ip . T h ese  a ss ig n m e n ts  w ill be p a tte rn e d  
a f te r  the m a te r ia l  in  th e  p re ce d in g  unit and seek  to  put 
in to  p ra c t ic e  th e  m ethods w hich have b een  stud ied .
(2) L is ten in g  A ssig n m en ts  - -  fo r  the concept of s ty le , te c h ­
n ique and m u sic ia n sh ip . T h ese  a s s ig n m en ts  w ill p ro v id e  
reco m m en d ed  l is te n in g  w hich would lo g ica lly  follow the 
unit.
(3) R eading  A ss ig n m en ts  - -  fo r  g e n e ra l in fo rm atio n  and 
ex p lo ra tio n  in to  a r e a s  d e a lt w ith  in  the fo reg o in g  unit.
The c o r re la te d  a s s ig n m e n ts  m ay  be u sed  a t the  d isc re tio n  of the 
d ire c to r .  T hey  a r e  f le x ib le  and m ay  be adap ted  to  ex is tin g  c irc u m ­
s ta n c e s .
®J. W ayne W rig h ts to n e  and o th e rs . E va lu a tio n  in  M odern 
E d u ca tio n  (New Y ork: A m e ric a n  Book Com pany, 1956), pp. 79-87.
P lay in g  techn ique  can  b e s t  be ev a lu a ted  and d e m o n stra ted  a t 
ind iv idual o r  s e c tio n a l m ee tin g s  w ith  the in s tru c to r .  As th is  is  a 
v i ta l  p h ase  in  the  in s tru c tio n a l desig n , it  is  reco m m en d ed  th a t p lay ing  
a s s ig n m e n ts  be em ployed  and ev a lu a ted  if  a t a ll  p o ss ib le .
In th e  fo rm in g  of the s tu d y  guide the em p h asis  h as been  p laced  
upon m ethods w hich would s tim u la te  in te r e s t  and fa c il ita te  lea rn in g .
It is  hoped th a t th e se  tech n iq u es  w ill a id  in  the developm ent of a s e n s i ­
tiv e  and e x p re s s iv e  m u s ic ia n . It is  r e a d ily  ad m itted  th a t the in s p i r a ­
tio n  to  im p ro v e  m u sic ia n sh ip  w ill not com e f ro m  the w ritte n  w ords of 
the a s s ig n e d  s tu d y  m a te r ia l  a lone. The in s tru m e n ta l m u sic  d ire c to r  
ho lds th e  key  to  th is  th ro u g h  h is  co n s ta n t dem ands fo r  a r t i s t r y  fro m  
the p e rc u s s io n  sec tio n .
TH E STUDY GUIDE AND EXAMINATIONS
M ATERIAL U TILIZED  IN 
UNIT I
BASIC PERCUSSION TECHNIQUE
B a r t le t t ,  H a r ry  R. P e rc u s s io n  E n sem b le  M ethod. Dubuque: W illiam  
C. B row n Com pany, 1961.
B a r t le t t ,  H a r ry  R. Guide W T each ing  P e rc u s s io n . Dubuque: W illiam
C. B row n C om pany, 1964.
B u g g ert, R o b e rt. T each ing  T ech n iq u es fo r  th e  P e rc u s s io n s . R ockville  
C en tre : B elw in, Inc. , 1960.
G o ldenberg , M o rr is .  M odern  School fo r  S n are  D ru m . New Y ork: 
C happell & Co. , Inc. , 1955.
K ent, J e r r y .  Handbook fo r  th e  School D ru m m e r . D enver: J e r r y  
K ent, 1964.
UNIT I
BASIC PERCUSSION TECHNIQUE
N ote to  the  studen t:
M u sic ian sh ip  m ay  be defined  a s  a  com bination  of s k ills  and 
s e n s i t iv i t ie s  w hich to g e th e r  p ro v id e  th e  a b ility  to  p e rfo rm  m u sic  
e ffec tiv e ly . The f i r s t  s k il l  to  be  s tu d ie d  is  the m en ta l p ro c e s s  involved 
in  th e  p e rfo rm in g  of m u s ic . T h is  w ill be  r e f e r r e d  to  as M usical 
C o m p re h en s io n . It w ill include: (1) m u s ic a l no ta tion  (w riting  m u sic ), 
(2) m u s ic  th e o ry  (m elody, h a rm o n y  and rhy thm ), and (3) m u sic  h is to ry .
R eading  a s s ig n m e n t n u m b er 1: M u sica l C om prehension
Guide W T each ing  P e r c u s s io n , pag es  1 th rough  5.
Handbook fo r  the  School D ru m m e r , pag es  1 th rough  7.
T e s t q u es tio n s  co v e rin g  a s s ig n m e n t n u m b er 1:
1. Q. W hat is  the  m o st im p o rta n t fu n ctio n  of the p e rc u ss io n  se c tio n ?  
A. P ro v id in g  a  rh y th m ic  b a s is  fo r  the  en sem b le .
2. Q. N am e tw o o th e r  im p o rta n t fu n c tio n s  of the p e rc u ss io n  sec tio n . 
A. (1) U n d erlin in g  th e  dynam ic nuance.
(2) P ro v id in g  a v a r ie ty  of tone co lo r.
3. Q. N am e one of the m o s t e ffec tiv e  w ays in  w hich a p e rc u s s io n is t
m ay  co m m u n ica te  h is  fe e lin g s  fo r  the m u sic .
A. By dynam ic c o n tra s t .
11
4. Q. L is t  th re e  im p o rta n t fa c e ts  of m u sic ian sh ip  of sp e c ia l im p o r ­
ta n ce  to  the  p e rc u s s io n is t .
A. (1) S en s itiv ity  to  tim e , rh y th m , and tem p o  fee ling .
(2) S e n s itiv ity  to  d y n am ics.
(3) S e n s itiv ity  to  t im b re  d iffe re n c e s .
(4) U rge to  e x p e r im e n t w ith  sounds.
(5) Skill in  re a d in g  m u sic .
(6) S kill in  fo llow ing a co n ducto r.
5. Q. How is  tech n iq u e  r e la te d  to  m u s ic ia n sh ip ?
A. T echn ique is  not an end in  i ts e lf ,  but r a th e r  s e rv e s  the ends 
of m u s ic ia n ly  p e rfo rm a n c e .
6. Q. E x p la in  why p e rc u s s io n is ts  have a good chance of becom ing
the  "m o s t m u s ic a lly  w e ll-ro u n d e d  m e m b e rs"  of the  band.
A. B ec au se  a  p e rc u s s io n is t  m u s t know a ll  of the p e rc u ss io n  
in s tru m e n ts .
7. Q. W hat is  m ean t by a good concep t of t im e ?
A. The a b ility  to  c o n tro l the  b ea t.
8. Q. Is it  b e t te r  to  s im p lify  a rh y th m ic  f ig u re  o r  le t  the  tim e
f a l te r ?
A. S im plify  the  rh y th m ic  f ig u re .
9. Q. N am e th re e  c h a r a c te r is t ic s  of a  "good a ttitu d e . "
A. (1) S e lf-d isc ip lin e .
(2) C o o p era tio n  and team w o rk .
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(3) B eing  re la x e d  w hile  you p lay .
(4) F r ie n d lin e s s .
(5) C o n cern  fo r  p eo p le  w atch ing  you p lay  (show m anship).
10. Q. L is t  five  " p ro c e d u re s "  th a t the p ro fe s s io n a l p e rc u s s io n is t
fo llow s d u rin g  a r e h e a r s a l .
A. (1) Set up the  p e rc u s s io n  se c tio n  b e fo re  the re h e a rs a l .
(2) Set up m u sic  s ta n d s  so  th a t the m u sic  and the d ire c to r  
a r e  in  the sam e  lin e  of v is io n .
(3) C heck and r e -c h e c k  th e  m u sic  fo r  n e c e s s a ry  equipm ent.
(4) Tune the  d ru m s qu ie tly .
(5) Scan the  m u s ic  fo r  r e p e a ts ,  dynam ics and tem p i.
(6) A sk q u es tio n s  co n cern in g  anyth ing  not u nderstood .
(7) Be q u ie t and l is te n .
R eading  a s s ig n m e n t n u m b er 2: M u sica l C o m prehension
Handbook fo r  th e  School D ru m m e r, page 10, "How to  follow 
the  co n d u c to r, " to  page 24.
M odern  School fo r  S n are  D ru m , p ag es  69 th rough  72.
T e s t q u es tio n s  co v e rin g  a s s ig n m e n t n u m b er 2:
1. Q. W hat c lu e  to  the  tem p o  can  be gained  fro m  the p re lim in a ry  
upsw ing of th e  c o n d u c to r 's  b a to n ?
A. The p r e l im in a ry  o r  p r e p a ra to r y  b e a t s e ts  the  tem po-
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2. Q. The d i r e c to r 's  le f t  hand is  u sed  fo r  w hat p u rp o se ?
A. The le f t hand is  u sed  to  in d ic a te  v a r io u s  m u s ic a l e x p re ss io n s  
and d y n am ics. It is  a lso  u sed  fo r  cuing in  e n te r in g  p a r ts .
3. Q. W hat is  th e  m o st im p o rta n t ab ility  th a t a d ru m m e r can
develop ?
A. A good b e a t o r  s e n se  of tim e .
4. Q. The m u s ic a l d ru m m e r  is  as  co n ce rn ed  w ith  tra in in g  h is  _____
as  he is  w ith  tra in in g  h is  hands.
A. E a r s  (lis ten in g ).
5. Q. N am e five  w ays of im p ro v in g  y our b e a t (sen se  of tim e).
A. (1) P r a c t ic e  daily .
(2) T ake up dance d ru m m in g .
(3) Do c o n s id e ra b le  c a re fu l read in g .
(4) T ake p r iv a te  le s s o n s .
(5) D evelop an a w a re n e s s  of keeping  good tim e .
(6) L is te n  to , and p lay  w ith , the  o th e r  in s tru m e n ts .
(7) L is te n  to  r e c o rd s .
6. Q. The sound th a t is  p ro d u ced  on a p e rc u ss io n  in s tru m e n t m u st
f it  t h e _____________________________ .
A. M usic b e in g  p layed .
7. Q. L is t  s e v e ra l  w ays of im p ro v in g  the a b ility  to  s ig h t read .
A. (1) P e n c il  in  the coun ts (bea ts) on the m u sic .
(2) R ead  e a sy  m a te r ia l  a t v e ry  fa s t  tem p i.
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(3) L e a rn  to  sk im , look  fo r  s im ila r  rh y th m  p a tte rn s .
(4) L e a rn  to  re a d  th e  r e s t s  as  w ell as the  no tes.
(5) R ead e x e rc is e s  th a t have unusual tim e  s ig n a tu re s , such  
as  7 /4  tim e , 12 /8 , 9 /4  and 5 /8 .
8. Q. W hat is  gained  by  o b se rv in g  the  nam e of the c o m p o se r of a
m u s ic a l co m p o sitio n ?
A. A c e r ta in  s ty le  of p lay in g  w ill often  accom pany  a given co m ­
p o s e r 's  w o rk s .
9. Q. How can  the  m u s ic a l d ru m m e r  find  th e  b e s t sound fro m  the
p e rc u s s io n  in s tru m e n ts  ?
A. By e x p e rim e n tin g  and lis te n in g  c a re fu lly .
10. Q. Is a m u s ic a l p a s sa g e  w hich is  m ark e d  F F  alw ays p layed  v e ry
loud ? Why ?
A. No. T h e re  m u st be a b a lan c e  of re la tiv e  nuance.
11. Q. How can  a p e rc u s s io n is t  a c c u ra te ly  judge the  am ount of
vo lum e n e c e s s a r y  fo r  a  c re sc e n d o  o r a  d ec re sce n d o ?
A. By lis te n in g  to  the  en sem b le  and s tr iv in g  fo r  b a lan ce .
12. Q. Why does i t  help  to  l is te n  to  the rh y th m ic  f ig u re s  p layed  by
the  o th e r  s e c tio n s  of th e  b and?
A. O ften the  rh y th m ic  f ig u re s  a r e  id e n tic a l to  th o se  of the
p e rc u s s io n  se c tio n . R ecogn iz ing  th is  " sa m e n e ss "  w ill add 
to  the rh y th m ic  p re c is io n  of the e n tire  en sem b le .
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13. Q. W hat shou ld  the  p e r c u s s io n is t  do to  becom e adequate ly  p r e ­
p a re d  to  e n te r  h is  p ro fe s s io n ?
A. He shou ld  beco m e th o ro u g h ly  acq u ain ted  w ith the in s tru m e n ts  
of the  p e rc u s s io n  fam ily .
14. Q. The p e rc u s s io n is t  m u s t r e a l iz e  the function  of h is  p a r t  in
_________________  tb  the  p e rfo rm in g  group.
A. R e la tio n sh ip .
15. Q. In p e rc u s s io n  r e p e r to r y  m uch  confusion  r e s u l ts  f ro m  p ro b ­
le m s  of t ra n s la tio n , in ten t of the  co m p o se r and good m u sic a l 
ta s te .  Who is  the f in a l a r b i te r  in  re so lv in g  th is  d ilem m a?
A. The co n d u cto r.
R eading  a ss ig n m e n t n u m b er 3: M u sica l C om prehension
T each in g  T echn iques fo r  the  P e r c u s s io n s , C h ap ter IV, pages 
36 th ro u g h  38.
P e rc u s s io n  E n sem b le  M ethod, p ag es  1 th rough  5.
T e s t q u es tio n s  co v e rin g  a s s ig n m e n t n u m b er 3:
1. Q. W hat is  s a id  to  be  th e  g r e a te s t  w eak n ess  in the p lay ing  of
p e rc u s s io n  in s tru m e n ts  in  bo th  pub lic  school and s e m i-  
p ro fe s s io n a l o rg a n iz a tio n s?
A. The u n m u sic a l p e rfo rm a n c e  of the p e rc u s s io n is t .
2. Q. D efine: R hythm ic A n a ly s is .
A. The d iv is io n  of th e  b e a t in to  two, th re e  o r  fo u r p a r ts .
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3. Q. Look a t the  p e rc u s s io n  p a r t  and p lay  it  as  if you w ere  p lay ing
i t  on a ____________ in s tru m e n t.
A, M elodic.
4. Q. D rum m ing  tech n iq u e  is  o ften  le a rn e d  a t the expense  of w hat
v e ry  im p o rta n t f a c to r?
A. M u sic ian sh ip .
5. Q. Why does the  p r a c t ic e  of d ru m  ru d im en ts  v a ry  in  im p o rta n c e ?  
A. The ru d im e n ts  a r e  d ev ices  to  fa c i l i ta te  techn ique in  d rum m ing .
U n less  th ey  a r e  ap p lied  in  a m u s ic a l w ay to  p roduce  m u sic , 
th ey  lo se  th e i r  im p o rta n c e .
6. Q. N am e tw o p h a se s  in  th e  developm en t of the  d ru m m e r 's
m u s ic ia n sh ip .
A. (1) The developm en t of th e  p h y s ic a l tech n iq u es  fo r  p lay ing  
th e  p e rc u s s io n  in s tru m e n ts .
(2) K now ledge of re a d in g  m u sic .
7. Q. W hat p a r t  does im ita tio n  p la y  in  the  p e r c u s s io n is t 's  develop ­
m en t?
A. C oncepts of tem po , rh y th m , and m u sic ian sh ip  m ay  be im ita te d  
to  advan tage . Im ita tio n  w ithout an a ly za tio n  le a v e s  the d ru m ­
m e r  c o n s ta n tly  in  n eed  of som eone to im ita te . S tudents 
shou ld  s tr iv e  to  b eco m e dependab le , independent p e r fo rm e rs .
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8. Q. (T ru e  o r  fa ls e . ) T he s ty le  of th e  m u sic  and the o v e r -a l l
p e rfo rm a n c e  of th e  en sem b le  d ic ta te  the  s ty le  of the d rum m ing  
and guide th e  m u s ic ia n sh ip  o r  the  ta s te  of the d ru m m e r.
A. T ru e .
9. Q. W rite  five  ex am p les  of the  d iv is io n  of the  b ea t in to  two p a r ts .
Any com bination  of n o tes  and r e s t s  m ay  be used . U se at 
le a s t  one r e s t  in  tw o of th e  ex am p les .
A. E xam ple:
1 an 2 an
9ig J J  E
m
r j mm m
10. Q. W rite  five  ex am p les  of the  d iv is io n  of the  b ea t in to  fo u r p a r ts .  
Any com b in atio n  of n o te s  and r e s t s  m ay  be used . U se at 
le a s t  one r e s t  in  two of the  ex am p les .
A. E xam ple:
1 e an uh 2 e an uh
m
, a  J  j:
a u r**"iBLF3Bi1 'g|HdB/  i’ 1
— ^ --------------------- 1
18
11. Q. Second in  im p o rta n c e  only to  rh y th m ic  co n s id e ra tio n s  is  the
p e rc u s s io n  s e c t io n 's  function  o f _____________________________
A. U n d erlin in g  the d y n am ics.
12. Q. W rite  in  th e  a c cen t m a rk s  in  the  follow ing rh y th m ic  f ig u re s
to in d ic a te  the n a tu ra lly  accen ted  n o tes .
A. As below , w ritte n  in  p a re n th e se s .
(a)4_J J J ^
(> )
(= »)
N ote to  the  studen t:
A p art f ro m  the m e n ta l p ro c e s s  of m u sic ia n sh ip , th e re  a re  a 
n u m b er of m o v em en ts , m o tio n s , and p o s tu re s  w hich a re  u sed  by p e r ­
c u s s io n is ts .  T h e se  a r e  th e  p h y s ic a l s k il ls  of p e rc u ss io n  p e rfo rm a n c e  
c a lle d  d ru m m in g  te c h n iq u e s . M u sica l co m p reh en sio n  is  a m en ta l 
s k il l  and a p a r t  of m u s ic ia n sh ip . D rum m ing  tech n iq u es  a re  the 
p h y s ic a l s k il ls  invo lved  in  th e  p e rfo rm a n c e  of m u sic .
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R eading ass ig n m en t n u m b er 4: D rum m ing  T echniques
Guide to  T each ing  P e rc u ss io n , pages 1 th rough  5.
Handbook fo r  the  School D ru m m e r, pag es  15 th rough  21. 
P e rc u s s io n  E n sem b le  M ethod, Section I, pages 1 th rough  5.
T e s t q u estio n s  co v erin g  ass ig n m en t n um ber 4:
1. Q. The so u n d -p ro d u c in g  v ib ra tio n  of any p e rc u ss io n  in s tru m e n t
is  m ade by a _________ , ______________,  .
A. Q uick, re s i l ie n t ,  blow.
2. Q. An im p o rtan t ru le  in  a ll  p e rc u ss io n  p lay ing  is  th a t tone m u st
b e _____________    of the in s tru m e n t r a th e r  than  pounded
in to  it.
A. D raw n out.
3. Q. How is  the stopping  ( re le a s e )  of the tone b ro u g h t about?
A. By p re s s in g  o r  g ra sp in g  the v ib ra tin g  su rfa c e .
4. Q. W hat is  M r. K en t's  opinion of the  use  of the 26 o ffic ia l d rum
ru d im en ts  ?
A. The ru d im en ts  a r e  b e s t  u sed  as hand e x e rc is e s  fo r  gaining
b a lan ce  and co n tro l.
5. Q. Why m u st a b a s s  d ru m m e r " lead "  (hit ahead  of) the b e a t?
A. T h e re  is  a  f ra c tio n  of a second  de lay  a f te r  the d ru m  is  s tru c k  
un til the  sound e m e rg e s .
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6. Q. The c h a ra c te r  of the p e rc u s s io n  in s tru m e n ts  dem ands th a t
the  s t a r t  of the  tone b e ____________________   .
A. A ccen ted  s lig h tly .
7. Q. W hat is  m ean t by  "h an d -to -h an d "  p lay in g ?
A. The in s tru m e n ts  of p e rc u s s io n  w hich a r e  p layed  w ith  s tic k s , 
h a m m e rs , o r  m a lle ts  in  both  hands u tiliz e  the n a tu ra l and 
e ffic ien t b a s ic  tech n iq u e  of a lte rn a tin g  th e  s tic k s .
8. Q. The r ig h t- le a d  s y s te m  can  be lik en ed  to  w hat technique used
by  the  s tr in g  in s tru m e n ts  ?
A. N o rm a l bow ing p a t te rn s .  The r ig h t s tic k  co rre sp o n d s  to  the 
dow n-bow , the  le f t  s tic k  to  the  up-bow .
9. Q. L is t  th re e  ad v an tag es  in  u sin g  the  r ig h t- le a d  sy s te m .
A. (1) It is  a  s y s te m , and th e re fo re  p re fe ra b le  to  h ap h azard  
s tick in g .
(2) It is  b a se d  upon p ra c t ic a l  p e rfo rm a n c e  and not on a 
" s tre n g th e n  the le f t  hand" th eo ry .
(3) It is  an a id  to  s ig h t re ad in g . The id io m atic  f ig u re s  of 
s n a re  d ru m m in g  a r e  alw ays p lay ed  the sam e .
Note to  the  s tuden t:
The th ird  a r e a  fo r  s tudy  is  m ade up of th e  follow ing: the 
p h y s ic a l p ro p e r t ie s  of the  in s tru m e n ts  th e m se lv e s ; the s tic k s , the 
b e a te r s  and m a lle ts ;  the re so n a n c e  of th e  m a te r ia l  being  s tru ck ; the
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ad ju s tm en ts  of s n a re s  and d ru m h e ad s. Included w ith  th e se  p h y s ica l 
p ro p e r t ie s  w ill be m u s ic a l te rm in o lo g y . T his w ill include: (1) m u s ic a l 
te r m s ,  and (2) fo re ig n  w ords u sed  to  denote p e rc u ss io n  in s tru m e n ts .
R eading ass ig n m en t n u m b er 5: P h y s ic a l P ro p e r t ie s  and T erm ino logy  
Guide W T eaching  P e rc u s s io n , pages 1 th ro u g h  5 and pages 9 
th ro u g h  10.
M odern School fo r  S n are  D rum , page 71.
P e rc u s s io n  E n sem b le  M ethod, pages 1 th ro u g h  5.
T e s t q u estio n s  co v erin g  a ss ig n m e n t n u m b er 5:
1. Q. If a d ru m stic k , b e a te r  o r  m a lle t is  allow ed  to  lin g e r  on the
su rfa c e  of a p e rc u s s io n  in s tru m e n t, i t  ten d s  to  do w hat?
A. Stop the v ib ra tio n .
2. Q. The la r g e r  the p e rc u ss io n  in s tru m e n t the  s lo w er it  " sp ea k s . "
Thus the b a s s  d ru m , la rg e  gongs, and th e  tym pan i re q u ire
g re a t c a re  i n ___________ .
A. T im ing.
3. Q. D efine: b a t te r ie  (F r . ), b a t te r ia  (It. ), and S ch lagew erk  (Ger.).
A. F re n c h , I ta lian  and G erm an  equ iva len ts  of "p e rc u ss io n "
(section).
4. Q. W hat do the follow ing in s tru m e n ts  have in  com m on: the
tym pan i, xylophone, m a rim b a , v ib rap h o n e , b e lls  and ch im es ? 
A. They a re  in s tru m e n ts  of defin ite  p itch .
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5. Q, W hat is  an o th e r nam e fo r  the T am b o r de B asque?
A. The tam b o u rin e ,
6. Q. D efine ' 'M em branophones. " L is t  five ex am p les .
A. M em branophones a r e  th o se  in s tru m e n ts  in  w hich a s tre tc h e d  
sk in  is  the b a s ic  so u n d -p ro d u c in g  agent. E xam ples: s n a re  
d ru m , te n o r  d rum , f ie ld  d rum , to m -to m , tam b o u rin e , b a s s  
d ru m , bongos, t im b a le s , conga drum , s tr in g  d ru m  (lio n 's  
r o a r ) .
7. Q. D efine "id iophones. " L is t  five  ex am p les .
A. Idiophones a re  th o se  in s tru m e n ts  m ade of any h a rd  su b stan ce , 
u su a lly  m e ta l o r  wood, capab le  of p roducing  sound. E xam ples: 
cy m b als , tr ia n g le , ta m -ta m , wood b lock , c a s ta n e ts , anvil, 
auto  h o rn , ch a in s , tem p le  b lo ck s, c la v e s , cow bells , jaw bone, 
m a ra c a s ,  g u iro , san d p ap e r, s ir e n , s la p s tic k , s le ig h b e lls , 
w ind -m ach in e , s te e l  o r  b e ll p la te , h o rse -h o o v e s .
8. Q. W hat th re e  fa c to rs  in fluence the tone q u a lity  of p e rc u ss io n
in s tru m e n ts  ?
A. (1) The p h y s ica l p ro p e r t ie s  of the  in s tru m e n ts  th e m se lv e s ,
such  as the re so n a n c e  of the m a te r ia ls ,  ad ju stm en ts  of the 
head  and s n a re s ,  and choice of b e a te r s ,  s tic k s  o r  m a lle ts .
(2) The p lay ing  spo t a t w hich the su rfa c e  is  s tru c k .
(3) The m an n er in  w hich the su rfa c e  is  s tru ck .
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9. Q, W hat is  an im p o rta n t ru le  to  re m e m b e r  co n cern in g  sy m p a­
th e tic  v ib ra tio n ?
A. D rum heads not being  p layed  upon w ill r in g  sy m p a th e tica lly . 
T h ese  head s  m u st be dam pened a t su ch  p la ce s  in  the m usic  
as  g e n e ra l p a u se s , cu t offs a t ends of fe rm a ta e , and la s t  
n o tes .
10. Q. The c h a ra c te r  of the  p e rc u ss io n  in s tru m e n ts  dem ands th a t
th e  s ta r t  of the  tone b e _________________________ .
A. A ccented  s lig h tly .
11. Q. To ach ieve  a good qu a lity  of tone fro m  th e  p e rc u ss io n  in s t r u ­
m en ts  i t  is  im p e ra tiv e  th a t t h e ______________ be f re e  and not
in te r f e re d  with.
A. V ibration .
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UNIT I - BASIC PERCUSSION TECHNIQUE
C o rre la te d  A ssig n m en ts:
L isten ing :
Saul Goodm an - B ell, D rum , and C ym bal. A ngel re c o rd in g  
No. 35269.
N a rra tio n  and d em o n stra tio n  of the p e rc u s s io n  in s tru m e n ts .
: Reading:
Guide to  T each ing  P e rc u s s io n
S election , c a re  and s to ra g e  of p e rc u ss io n  equ ipm ent, pages 
143-146.
A ssig n m en t of in s tru m e n ts  w ith in  the p e rc u s s io n  sec tio n , 
p ag es  147-153.
How to  m a rk  p e rc u s s io n  p a r ts ,  page 154.
S ubstitu tion  of p e rc u s s io n  in s tru m e n ts , page 155.
Stage d ep o rtm en t fo r  the  p e rc u ss io n  sec tio n , pag es  156-158.
Tw enty m o st com m on fau lts  of schoo l p e rc u s s io n  se c tio n s , 
page 158.
G lo ssa ry  of p e rc u s s io n  te r m s ,  pages 165-168.
"M u sic ian sh ip  fo r  the  High School P e rc u s s io n is t ,  pages 
21-27.
^ F ra n k  L. B a ttis ti ,  "M u sic ian sh ip  fo r  the High School P e r c u s ­
s io n is t , " The Ludwig D ru m m e r . Vol. 3, No. 2 (F a ll, 1963), pp. 21-27.
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"T en  C on test T ips fo r  P e rc u s s io n is ts ,  pag es  79-81.
Handbook fo r  the School D ru m m er
Ideas fo r  a b e t te r  d ru m  sec tio n , pages 56-60.
9
H a rv a rd  D ic tio n ary  of M usic 
P e rc u s s io n  In s tru m e n ts , pag es  564-566.
^M axine L e fe v e r , "T en  C ontest T ips fo r  P e rc u s s io n is ts ,  " The 
In s tru m e n ta lis t ,  Vol. XVIII, No. 6 (Jan u ary , 1964), pp. 79-81.
^W illi A pel, H a rv a rd  D ic tio n ary  ^  M usic (C am bridge: 
H a rv a rd  U n iv e rs ity  P r e s s ,  1951), pp. 564-566.
M ATERIAL UTILIZED  IN 
UNIT II
THE SNARE DRUM
B a r tle tt ,  H a r ry  R. P e rc u s s io n  E n sem b le  M ethod. Dubuque: W illiam  
C. B row n Com pany, 1961.
B a r tle t t ,  H a r ry  R. Guide W T eaching  P e rc u s s io n . Dubuque: W illiam  
C. B row n Com pany, 1964.
G oldenberg , M o rr is .  M odern School fo r  S nare  D ru m . New York: 
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UNIT II
THE SNARE DRUM
R eading ass ig n m en t n um ber 1: P h y s ic a l P ro p e r t ie s  and T erm ino logy  
Guide to  T each ing  P e rc u s s io n , C h ap ter III, pag es  22 th rough  
43 to  The Long R oll.
Handbook fo r  the School D ru m m e r , pag es  22 th rough  41, 
M odern School fo r  the S nare  D rum , pag es  72 th rough  75.
T e s t q u estio n s  co v erin g  ass ig n m en t n u m b er 1;
1. Q. N am e th re e  types of s n a re  d ru m s in o rd e r  of s iz e  f ro m  la rg e
to sm a ll.
A. (1) The f ie ld  s n a re  d rum .
(2) The co n c e r t s n a re  d rum .
(3) The dance band s n a re  d rum .
2. Q. E xp la in  w hat happens when the  b a t te r  head  of the s n a re  d rum
is  s tru c k . How is  the sound p ro d u ced ?
A. When the b a t te r  head  is  s tru c k  w ith  the d ru m s tic k s  the a ir  
in s id e  the d ru m  is  s e t  in to  v ib ra tio n s  w hich a re  t r a n s f e r r e d  
to  the s n a re  head . The v ib ra tio n  of the s n a re  head  cau ses  
the s n a re s  to  r a t t le  ag a in s t i t  causing  the c h a ra c te r is t ic  tone 
of the s n a re  d rum .
28
3. Q. W hich of th e  W e  type* of s n a re  d ru m  head* is  the  m o st p r a c ­
tic a l  fo r  schoo l u se?
A. The p la s tic  head.
4. Q. The s n a re  and b a t te r  heads m ay  be te s te d  fo r  ten sio n  by
p re s s in g  the  thum b down in the  c e n te r  of the head . W hat is  
the " ru le  of thum b"?
A. The b a t te r  head  should  be d e p re sse d  only s lig h tly  by p re s s in g  
w ith  the  thum b. The s n a re  head  is  a lm o s t as tigh t.
5. Q. D e sc rib e  the p ro c e s s  of se le c tin g  d ru m s tic k s . W hat about
" m a il-o rd e r "  d ru m s tic k s?
A. S nare  d ru m s tic k s  should  be s e le c te d  fo r  the  p a r t ic u la r  d rum  
w ith w hich they  a re  to  be used . D ru m stic k s  should  be p e r ­
so n a lly  se le c te d , n e v e r  o rd e re d  by m a il. It is  n e c e s s a ry  to  
te s t  s tic k s  fo r  p ro p e r  w eight, b a lan ce  and s tra ig h tn e s s .
6. Q. The p lay ing  spo t on the  b a t te r  head  of the  s n a re  d ru m  is
dependent on the sound d e s ire d . F o r  m ax im um  re so n a n c e  the
d ru m  should  be s t r u c k _______________________________ .
A. S lightly  off c e n te r .
7. Q. Why is  it  im p o rtan t to  p lay  d ire c tly  o v e r the s n a re s ?
A. So th a t the a i r  co n cu ssio n  p a ss in g  th rough  the sh e ll of the
d ru m  w ill h it the s n a re s  sq u a re ly . T h is  b r in g s  about a m o re  
ra p id  re sp o n se  and c a u se s  the  s n a re s  to  v ib ra te  s tra ig h t up 
and down.
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8. Q. W hat does Au B o rd  m ean ?
A. N ear the edge (rim ).
9. Q. Au B o rd  is  often u sed  by co m p o se rs  to  give the im p re s s io n
of _____________.
A. D is tan ce .
10. Q. P ro fe s s io n a l p e rc u s s io n is ts  have found th a t a _____________
s e rv e s  as  an ex ce llen t m u lti-p u rp o se  s tick .
A. V ibraphone m a lle t.
11. Q. W hat effec t does th e  s iz e  of the d rum  have on the speed  of 
the ro ll?
A. The la r g e r  the d ru m  the  s lo w er (m ore open), the ro ll .
R eading ass ig n m en t num ber 2; D rum m ing  Technique
Guide to  T each ing  P e rc u s s io n , pag es  22 th rough  43 to  The 
Long R oll.
Handbook fo r  the School D ru m m e r, p ag es  22 th rough  41.
T e s t q u estio n s co v erin g  a ss ig n m en t n um ber 2:
1. Q. L is t  five  com m on fa u lts  of r ig h t and le f t  handholds fo r  sn a re  
d ru m s tic k s .
A. (1) S tick not held  a t ba lancing  point.
(2) R ight thum b poin ting  down in s te a d  of s tra ig h t along shaft.
(3) R ight g rip  fo rm e d  w ith second  in s te a d  of index fin g e r.
(4) R ight w r is t  not f la t  bu t t i l te d  o v er to  the  r ig h t.
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(5) L eft w r is t  not v e r t ic a l  bu t t i l te d  o v er to  the le ft.
(6) L eft s tic k  not he ld  f irm ly  enough a t fu lc ru m .
(7) Index and second  f in g e rs  of le ft hand p re s s in g  down on 
s tic k  shaft.
(8) L eft w r is t  ben t out away fro m  body in s te a d  of extending 
s tra ig h t  f ro m  fo re a rm .
2. Q. Do both  d ru m stic k s  need  to  be  confined w ithin  an a r e a  of a
25 -ce n t p iece  to  p ro d u ce  equal sound?
A. No. As long as the s tic k s  re m a in  eq u id is tan t f ro m  the r im s  
they  w ill p ro d u ce  lik e  sounds.
3. Q. In w hat a r e a  of the s n a re  d ru m  head  w ould the follow ing
dynam ics be p lay ed ?  (a) F o r tis s im o , (b) P ia n is s im o ,
(c) M ezzo F o r te .
A. (a) N ear the c e n te r .
(b) N ear the r im s .
(c) M idway betw een  the  r im s  and the c e n te r .
4. Q. W hat is  the d iffe ren ce  betw een  a tap  and a s tro k e  ?
A. The tap  is  a m o d e ra te ly  lig h t sound on the  s n a re  d rum . It 
d iffe rs  f ro m  the  s tro k e  in  th a t i t  is  a w r is t  ac tion  and does 
not involve the a rm s  to  any a p p re c ia b le  extent.
5. Q. W hat is  the m o st im p o rta n t advantage of the r ig h t hand lead
m ethod  of p lay ing .
A. It is  an aid  in  a cq u irin g  u n ifo rm ity  of sound.
31
6. Q. A lte rn a tio n  of the f la m  at high r a te s  of sp eed  c a u se s  a v e ry
A. Uneven sound.
7. Q. Why is  i t  ad v isab le  to  beg in  and end a ll  r o lls  w ith the r ig h t
hand?
A. T his w ill help  in b rin g in g  about equality  of sound in  the ro ll .
It w ill a lso  e lim in a te  h e s ita tio n  b rough t about by co n cern  over
w hich hand to  u se .
8. Q. Why is  i t  im p o rta n t to  keep the sam e angle of the s tic k s  on
the d ru m h ead  ?
A. If one s tic k  h its  on the f la t p a r t  of the b ead  and the o th e r s tic k  
h its  on the tip  of the bead , an uneven sound w ill r e s u l t .
9. Q. N am e two fa c to rs  w hich e ffec t u n ifo rm ity  of sound.
A. (1) The w eight of the  s tro k e .
(2) The p lay ing  a r e a  of the  d rum head .
R eading a ss ig n m en t n u m b er 3: D rum m ing  T echniques
P e rc u s s io n  E n sem b le  M ethod, pages 6 th ro u g h  8 and page 52. 
M odern School fo r  S n are  D ru m , pages 72 th rough  75.
T e s t q u estio n s co v erin g  a ss ig n m e n t n u m b er 3:
1. Q. Define: m uffling.
A. M uffling m ean s w ithout s n a re s .  It is  acco m p lish ed  by re m o v ­
ing the s n a re s  f ro m  co n tac t w ith  the head .
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2. Q. Define: dam pening.
A. Softening the  sound of the d ru m  by  cu tting  i ts  v ib ra tio n s  to  a 
d e s ire d  m in im um . T his is  done by p lac in g  a c lo th  o r  h a n d k e r­
ch ief on o r  o v er the  d rum .
3. Q. How is  the ro l l  p e rfo rm e d  w ith w ire  b ru s h e s ?
A. U sing ra p id  s in g le  s tro k e s .
4. Q. "S tick  o v er s tic k "  and "head  and r im "  a r e  two w ays of p lay ing
A. R im  shot.
5. Q. D efine: "open" s ty le  of d rum m ing .
A. F la m s , d ra g s , r o lls  and o th e r  d ru m  ru d im e n ts  a re  execu ted  
in  a som ew hat s e p a ra te d  o r  "open" m an n e r . T h is s ty le  is  
c h a ra c te r iz e d  by m any  fu ll a rm  s tro k e s .
6. Q. D efine: "c lo sed "  s ty le  of d rum m ing .
A. The c lo sed  s ty le  of d rum m ing  is  c h a ra c te r iz e d  by m any tap s  
and few fu ll a rm  s tro k e s . It is  m o re  connected  and legato  
than  the "open" s ty le .
R eading  ass ig n m en t n u m b er 4: M usical C om prehension
Handbook fo r  the School D ru m m e r, pag es  22 th rough  41.
P e rc u s s io n  E n sem b le  M ethod, page 52.
M odern School fo r  S n are  D rum , pages 72 th rough  75.
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T e s t q u estio n s co v erin g  a ss ig n m e n t n um ber 4:
1, Q. What is  m ean t by "em b e llish in g  the p a r t" ?
A. C o m p o sers  often m ean  the p e rc u ss io n  s c o re  to  be  m o re  of a 
"cue sh e e t"  than  to  be p layed  ex ac tly  as  no tated . The m u s ic a l 
d ru m m e r w ill tak e  l ib e r t ie s  w henever he fe e ls  he can  enhance 
the p a r t  m u sica lly .
2. Q. An exam ple  of w h ere  the  p e rc u s s io n is t  would p ro b ab ly  e m b e l­
l is h  the p a r t  is  when the  ensem b le  is  p la y in g __________________
A. L a tin  A m erican  m u sic .
3. Q. How does a p e rc u s s io n is t  know w hether to  accen t the  beginning
o r  the end of the ro l l?
A. If the ro l l  s ta r t s  on the  b ea t a n a tu ra l accen t w ill be p laced  at 
the s ta r t  of the ro ll .  If the ro ll  ends on the b ea t a s lig h t 
n a tu ra l accen t w ill be p laced  at the  end of the ro ll .
4. Q. When is  the "open" s ty le  of d rum m ing  u sed  by the  p e rc u s s io n ­
is t?
A. When the m u sic  is  m a r tia l  o r  s t r e e t - b e a t  lik e , the open s ty le  
is  a p p ro p ria te .
5. Q. The "c lo sed "  s ty le  of d rum m ing  is  a s so c ia te d  w ith  what
m u s ic a l o rg an iza tio n ?
A. The o rc h e s tra .
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6. Q. W hat d ru m  ru d im en t is  so m e tim es  not w r itte n  but m ay  be
u sed  a t the d isc re tio n  of the p e r fo rm e r?
A. The flam .
7. Q. If a s tic k  w hich is  c a lle d  fo r  by a co m p o se r is  not av a ilab le ,
w hat two th ings should  be  co n s id e red  in  se le c tin g  a su b s titu te ?  
A. The dynam ics and th e  te x tu re  of the o rc h e s tra tio n .
8. Q. W hat g o verns the u se  of f la m s  and ru ffs  a s  they  a r e  app lied  to
la r g e r  d ru m s ?
A. Good ta s te ; m u sic ian sh ip .
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S tud ies, e tudes and d u e ts , pag es  24-68.
S tudies in  the  r e p e r to r y  fo r  the  s n a re  d ru m , pages 75-86.
L isten ing :
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R uffles and F lo u r is h e s , M e rc u ry  50112, s te re o  90112.
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The T h ir te e n  E s s e n tia l  D rum  R udim ents, Ludw ig D rum  Co. , 
r e c o rd  #1.
The T w en ty -s ix  S tan d ard  A m erican  D rum  R u d im en ts , Ludwig 
D rum  Co. , r e c o rd  #2.
Reading:
T each ing  T echn iques fo r  the  P e rc u ss io n s
T able  of freq u en cy  of ap p lica tio n  of the ru d im e n ts  in  co n ce rt 
band, o rc h e s tr a ,  and m arch in g  band, page 58.
Guide W T each ing  P e rc u ss io n
The long ro ll ,  f lam , d rag , ru ff and the ra ta m a c u e ; sp e c ia l 
s n a re  d ru m  tech n iq u es  and effec ts ; s ty le  and no ta tion , pages 
43 th ro u g h  59.
The T ru m p e t and D ru m ^^
A book of in s tru c tio n  fo r  the tru m p e t and drum ; read in g  to  be 
se le c te d  by  d ire c to r .
^Ojohn P . Sousa, The T ru m p e t and D rum  (Chicago: W. F . L.
D rum  Co. , 1954).
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UNIT III
THE BASS DRUM
R eading ass ig n m en t n u m b er 1: P h y s ic a l P ro p e r t ie s  and T erm in o lo g y  
Handbook fo r  the School D ru m m e r, pages 42 and 43.
Guide to  T each ing  P e rc u s s io n , pag es  60 th rough  66.
P e rc u s s io n  E n sem b le  M ethod, pag es  56 and 57.
M odern School fo r  S nare  D ru m , pages 90 and 91.
T e s t q u es tio n s  co v erin g  a ss ig n m e n t n u m b er 1:
1. Q. W hat is  the d isadvan tage  of u sing  a doub le-end  b e a te r  fo r
ro lls  ?
A. U nevenness; th is  is  due to  the  d iffe ren ce  in  the s iz e  of the 
heads of the doub le-end  b e a te r .
2. Q. Why is  a folding m e ta l b a s s  d ru m  ra c k  so m e tim e s  u n s a tis ­
fa c to ry ?
A. The heavy v ib ra tio n s  of the  b a ss  d rum  m ay  cau se  the  b ra c e s  
to  r a t t le .
3. Q. D e sc rib e  the d iffe ren ce  in  the  ten sio n in g  of the m arch in g
band and the c o n ce rt band b a s s  d ru m s.
A. The m arch in g  band b a s s  should  be f a ir ly  tigh t. It s e rv e s
p r in c ip a lly  as  a t im e -b e a te r  w ith to n al c o n s id e ra tio n s  seco n d ­
a ry  to  defin ition  of b ea t. The c o n c e r t band b a s s  d ru m  w ill be 
lo w er w ith no defin ite  p itch  but w ith p red o m in a tin g  low f r e ­
q u en c ies .
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4, Q. The u n s a tis fa c to ry  sound of m o st b a s s  d ru m s is  cau sed  by
A. Too m uch ten sio n .
5. Q. D e sc rib e  a d e s ira b le  sound fo r  the b a ss  d rum .
A. Low in pitch ; the p itch  is  in d efin ite  but the  low freq u en c ie s  
should  p red o m in a te .
6. Q. What types of b e a te r s  should  be av a ilab le  fo r  the b a s s  d ru m ?  
A. A doub le-ended  lam b s-w o o l co v ered  b e a te r  and one p a ir  of
r a th e r  so ft tym pan i s tic k s .
7. Q. When ten sio n in g  the b a s s  d ru m  w hat im p o rta n t co n s id e ra tio n
should  be given to  the hoop (rim ) ?
A. It should  be even around  the e n tire  p e r im e te r .
8. Q. The b a s s  d ru m  should  n ev e r be so  tigh t th a t a ________ w ill be
e a s ily  h ea rd .
A. Tone.
9. Q. The u se  of m ech an ica l d am p ers  on the b a s s  d ru m  is  not
reco m m en d ed . W hy?
A. M echan ical d a m p e rs , if le ft in ta c t, tend  to  k ill  the tone.
R eading ass ig n m en t n u m b er 2: D rum m ing  T echniques 
Guide to  T each ing  P e rc u s s io n , pag es  56 and 57.
Handbook fo r  the School D ru m m e r, pag es  42 and 43.
M odern School fo r  S nare  D rum , pages 90 and 91.
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P e rc u s s io n  E n sem b le  M ethod, pages 56 and 57.
T each ing  T echn iques fo r  the P e rc u s s io n s , pag es  59 th rough  64,
T e s t q u estio n s co v erin g  ass ig n m en t n u m b er 2:
1. Q. When is  the  b a s s  d ru m  p layed  a t the v e ry  c e n te r?
A. W hen p lay ing  heavy accen ts  and "cannon sh o ts . "
2. Q. W hat is  the b e s t w ay to  p e rfo rm  a ro ll  on the  b a s s  d ru m ?
A. W ith two so ft tym pani m a lle ts  o r  two b a s s  d ru m  b e a te r s .
3. Q. When should  the b a s s  d ru m  be dam pened?
A. At a ll cu t-o ffs  fro m  the conducto r, d u rin g  r e s t s ,  g e n e ra l
p a u se s , a f te r  no tes  m a rk e d  s ta c c a to  and at the conclusion  of 
long to n es.
4. Q. W hen should  the b a s s  d rum  not be dam pened?
A. A fte r a note fo llow ed by  a s lu r  m ark . T h is  is  the u su a l
m ethod  of in d ica tin g  " le t r in g . "
5. Q. What is  the p o s itio n  of the le f t  hand w hen the b a s s  d ru m m e r is
p lay ing  a t the  follow ing dynam ic lev e ls : P ia n is s im o , P iano ,
M ezzo P iano , and M ezzo F o r te ?
A. The le f t hand is  h e ld  lig h tly  in  con tac t w ith  the head  opposite  
the p lay ing  a re a . T h is  lig h t m uffling w ill e lim in a te  an ex cess  
of r in g s  and p ro d u ce  s h o r te r  "boom s. "
6. Q. When p e rfo rm in g  a b a s s  d ru m  ro ll  w ith  two tym pani s tick s
w hat ru d im en t is  em ployed?
A. The s in g le  s tro k e  ro l l  in  c lo se d  p osition .
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7. Q. The d ire c t  s tro k e  on the b a s s  d rum  a ffo rd s  a g re a te r  ran g e
o f _____________than  does the a rc - l ik e ,  g lancing  blow.
A. D ynam ics.
8. Q. How can  a  v e ry  m uffled  sound be p lay ed  on the b a s s  d ru m ?
A. By hanging a c lo th  o v er one h ead  of the  d rum .
9. Q, The s tic k  g rip  w hich is  u sed  when p lay ing  the ro ll  w ith
tym pan i s tic k s  is  the  sam e  a s  th a t u sed  on w hat o th e r  in s t r u ­
m en t?
A. The sam e  a s  the s n a re  d rum .
10. Q. Below is  a d iag ram  show ing th re e  p lay ing  sp o ts  on the  b a s s
d rum ; (a) is  the c e n te r , (b) is  6 in ch es  f ro m  the c e n te r , and
(c) is  12 in ch es  f ro m  the  c e n te r .
M atch (a), (b), o r  (c) w ith  the c o r re c t  q u a lity  d e sc rib ed .
1. ( ) the  tone is  qu ite  re so n a n t, is  m o d e ra te  in  leng th  and
volum e can  e a s ily  v a ry . 2. ( ) the  q u a lity  w ill u su a lly  be
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dry; the note w ill sound s h o r t  and have l i t t le  duration ; it  w ill 
have a deep sound. 3. ( ) the  qu a lity  is  th in , the tone la s ts
lo n g e r, the g e n e ra l effec t is  in a r tic u la te .
A. 1. (b), 2. (a), 3. (c).
R eading a ss ig n m en t n u m b er 3: M usical C om prehension
Guide to  T each ing  P e rc u s s io n , pages 60 th ro u g h  66.
Handbook fo r  the  School D ru m m e r, pages 42 and 43.
T each ing  T echn iques fo r  the P e rc u s s io n s , pag es  59 th rough  64.
T e s t q u estio n s  co v erin g  a ss ig n m e n t n u m b er 3:
1. Q. In the p lay ing  of m a r t ia l  m u sic  the b a s s  d ru m  w ill im ita te
w hat q u a lity  of w hat in s tru m e n t?
A. The con tour of th e  b a s s  (tuba) lin e .
2. Q. Why is  i t  im p o rtan t to  l is te n  ca re fu lly  a s  w ell as w atch the
d ire c to r  w hile p lay ing  the b a s s  d ru m ?
A. L is ten in g  is  a m ean s of checking  the tem po  to  m ake s u re  tha t 
i t  is  c o n s is te n tly  c o r re c t .
3. Q. " T h in k _____________ and c o u n t  . " T his is  a  good
ru le  fo r  a ll  d ru m m e rs  m o st of the  tim e .
A. S taccato ; s ta c c a to .
4. Q. B ass  d ru m  no tes  a r e  m o st com m only  w ritte n  on t h e _______ o r
_________ sp ace  of t h e  c leff w ith s te m s  p o in t in g _________.
A. F i r s t  o r  second; F; down.
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5. Q. D iscu ss  the im p o rtan c e  of accen tin g  as  r e la te d  to  b a s s  d ru m ­
m ing?
A. Through the sk ill  of accen tin g , the topnotch  d ru m m e r c re a te s  
h is  own p a r t .  He fu rn ish e s  a rh y th m ic  d riv e  to  the ensem ble  
not ob ta inab le  by any o th e r  m ean s.
6. Q. W hat th re e  fa c to rs  d e te rm in e  the  p lay ing  spo t on the b a ss
d ru m ?
A. (1) The s ty le  of the  com position .
(2) The leng th  of the note being  played.
(3) The vo lum e d e s ire d .
7. Q. W hat o rc h e s tr a l  in s tru m e n t can  be im ita te d  by  the b a s s
d ru m m e r to  good advantage ?
A. The s tr in g  b a s s  p lay ing  p izz ica to .
8. Q. Why should  the p lay ing  spot on the b a ss  d ru m  o ccas io n a lly  be
changed?
A. To avoid  being  m onotonous, u n m u sica l and u n in te re s tin g .
9. Q. How can  the  b a s s  d ru m m e r m ake h is  p a r t  m o re  in te re s tin g ?  
A. By c a re fu l u se  of a cc e n ts  and by using  v a r io u s  c o n tra s ts  in
tone co lo r.
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UNIT III - THE BASS DRUM 
C o rre la te d  A ssig n m en ts:
P lay ing :
D e m o n s tra te  the ro ll  u sing  tym pan i s tic k s .
D e m o n s tra te  the p lay ing  sp o ts  fo r  d iffe ren t dynam ic le v e ls . 
M odern School fo r  S nare  D rum  
R e p e rto ry  fo r  b a s s  d ru m , page 91.
P e rc u s s io n  E n sem b le  M ethod 
B ass  d ru m  s tu d ie s , pag es  58-59.
T h re e  duets fo r  b a s s  d ru m  and s n a re  d ru m , pag es  60-62. 
P e rc u s s io n  tr io ,  page 130.
P o lk a  and canon fo r  p e rc u ss io n  q u a r te t, pages 132-134. 
Reading:
"The B ass  D ru m m e r, pag es  83-84.
B etty  M aso n er, "The B ass  D ru m m er, " The In s tru m e n ta lis t,  
Vol. XVII, No. 8 (A pril, 1963), pp. 83-84.
M ATERIAL UTILIZED  IN 
UNIT IV
THE CYMBALS AND THE TAM -TAM
B a r tle t t ,  H a rry  R. Guide W T eaching  P e rc u s s io n . Dubuque: W illiam
C. B row n Com pany, 1961.
B u g g ert, R o b ert. T each ing  T echniques fo r  the P e r c u s s io n s . R ockville 
C en tre : B elw in, I n c .,  1960.
Denov, Sam . The A rt of P lay in g  the  C y m b als . New Y ork: H enry  
A d ler, Inc. , 1963.
UNIT IV
THE CYMBALS AND THE TAM -TAM
R eading  ass ig n m en t n u m b er 1: P h y s ic a l P ro p e r t ie s  and T erm ino logy  
The A rt of P lay in g  the C y m b als , pages 7 th rough  20.
T e s t q u estio n s  co v erin g  a ss ig n m en t n u m b er 1:
1. Q. Sym phonic p e rc u s s io n is ts  so m e tim es  u se  the  te rm  "________
to  desig n a te  hand cy m b als .
A. " P la te s . "
2. Q. W hat s iz e  and w eight cym bal is  b e s t u sed  in  the  c o n ce rt
e n sem b le?
A. 18-in ch  o r  19-in c h  cy m b als  of m ed ium  w eight,
3. Q. N am e the five  q u a litie s  to  be looked fo r  in  a fine  p a ir  of
cym bals.
A. (1) R esponse .
(2) L ack  of fu n d am en ta l p itch .
(3) P lu ra l i ty  of o v e rto n es .
(4) R esonance.
(5) D uration  of v ib ra tio n .
4. Q. Why a re  la rg e  lam b s-w o o l pads not reco m m en d ed  fo r  co n ce rt
u se  ?
A. L am b s-w o o l pads ten d  to  dull and m uffle the tone. They a r e
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d esigned  fo r  u se  w ith a m arc h in g  o rg an iza tio n  w here  co m fo rt 
m ay  be a m o re  im p o rta n t c o n s id e ra tio n  than  tone.
5. Q. W hat co n s id e ra tio n s  should  be kept in m ind when se le c tin g  a
su sp en d ed  cym bal s tan d ?
A. T h e re  should  be no ra ttl in g  p a r ts  and the b a se  should  be 
s tu rd y  and s tab le .
6. Q, Why is  it  im p o rta n t to  have a padded tab le  in the p e rc u ss io n
se c tio n ?  W hat m a te r ia l  is  v e ry  good fo r  th is  p u rp o se ?
A. To e lim in a te  n o ise  when cy m b als , m a lle ts  o r  o th e r  t ra p s  a re  
s e t  down. C arp e tin g  m a te r ia l  is  m o st s a tis fa c to ry .
7. Q. W hat m a lle ts  a re  m o st su itab le  fo r u se  w ith the suspended
cym bal ?
A. V ibraphone m a lle ts .
8. Q. D iscu ss  the se le c tio n  of m a lle ts  in  cym bal p laying . Include:
s iz e  and w eight, h a rd n e ss  and so ftn e ss .
A. The m a lle ts  s e le c te d  should  have a d ire c t  p ro p o rtio n  in  s iz e  
and w eight to  the cy m bals  they  a re  to be u sed  w ith. The 
m a lle ts  should  be h a rd  enough to  p ro d u ce  in stan tan eo u s  r e ­
sp o n se  and yet so ft enough not to p ro d u ce  any audib le con tact 
sound.
9. Q. O ften the suspended  cym bal is  no ta ted  fo r  u se  w ith wooden
s tic k s . W hat s iz e  s tic k s  should  be u sed ?
A. The bu tt ends of a p a ir  of 2B s n a re  d ru m  s tic k s  should  be used .
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R eading a ss ig n m en t num ber 2: P h y s ic a l P ro p e r t ie s  and T erm ino logy  
The A rt of P lay in g  the C y m b als , pages 21 th rough  26.
Guide to  T each ing  P e rc u s s io n , pag es  66 th rough  73 and pages 
115 th rough  116.
T e s t q u estio n s  co v erin g  a ss ig n m e n t n u m b er 2:
1. Q. D efine: "cap tiv e  cym bal. "
A. A cym bal w hich is  a ttach ed  to  a b a ss  d rum .
2. Q. (T rue  o r  fa lse . ) Antique cym bals  a re  e le c tro n ic a lly  tuned so
th a t e v e ry  cym bal sounds ex ac tly  the sam e  p itch .
A. F a ls e . E le c tro n ic a lly  tuned and av a ilab le  in  a com plete  ran g e  
of ch ro m a tic  p itc h e s .
3. Q, S m all untuned cy m bals  w hich a r e  v e ry  th in  and about 2 inches
in  d ia m e te r  a r e ______________________ .
A. F in g e r  cym bals.
4. Q. Define: P ia tti .
A. (L ite ra lly  - p la te s . ) The p a ir  of cym bals  w hich is  c la sh ed  
to g e th e r .
5. Q D efine: chk.
A. Choke. To dam pen o r stop v ib ra tio n .
6. Q. (T rue  o r fa ls e . ) The te rm  gong has becom e synonym ous w ith
ta m -ta m .
A. T ru e .
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7. Q. The b e s t p lay ing  spo t on m o st ta m -ta m s  w ill be found w h ere?  
A. S lightly  above, below , o r to  the side  of the  c e n te r ,
8. Q. W hat equ ipm ent is  needed  in  the p e rc u ss io n  sec tio n  in  o rd e r
to  m ake quick cym bal changes s ile n tly  and e ffec tiv e ly ?
A. A padded tab le  o r  cym bal ra ck ,
Reading ass ig n m en t n u m b er 3: D rum m ing  T echniques
The A rt of P lay in g  the  C y m b als , pages 7 th rough  26,
T e s t q u estio n s  co v erin g  a ss ig n m e n t n u m b er 3:
1, Q. W hat fa c to r , o th e r than  the  s iz e  and w eight of the cym bal,
a ffec ts  the  sound output ?
A, The p h y s ica l s ta tu re  o r  m u sc u la r  developm ent of the  p e r ­
fo rm e r , ,
2, Q. When p e rfo rm in g  the  cy m bals  the  body w eight should  be
equally  d is tr ib u te d  betw een  the two fe e t w hich a re  p laced  
about 15 in ch es  a p a r t, the le f t  foot ahead  of the r ig h t. Why is  
th is  im p o rta n t ?
A, F o r  s ta b ility ,
3, Q, D e sc rib e  how the b e s t p o ss ib le  tone is  p ro d u ced  in  the fu ll
c ra sh ,
A, Both p la te s  m u st t r a v e l  an equal d is tan ce  a t a co m p arab le  
v e lo c ity  and be s e t  in  m otion  to  the sa m e  d eg ree .
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4. Q. What fa c to r  a ffec ts  the re la t iv e  vo lum e le v e l th a t m ay  be
p roduced  ?
A. The angle a t w hich the cym bals a re  held .
5. Q. W hat is  the c a rd in a l poin t to  re m e m b e r  in  p roducing  a cym bal
c ra s h  tha t w ill sound  "C -R A SH "?
A. The lo w er edge of the  le ft cym bal f i r s t  touches the  in sid e  of 
the r ig h t cym bal one inch  above i ts  lo w er edge b e fo re  the 
r e s t  of the c y m b a ls ' c irc u m fe re n c e s  m ee t.
6. Q. How is  a su sp en d ed  cym bal ro ll  p e r fo rm e d ?  W hat a ffec ts  the
sp eed  of the ro ll?
A. It is  p ro d u ced  by a ra p id  su c c e ss io n  of s in g le  s tro k e s  on 
opposite  s id e s  of the  cym bal. The speed  should  not be too 
fa s t. It is  dependent upon the re la tiv e  p itch  and re sp o n se  of 
the cym bal.
7. Q. W hat is  the v a lu e  of developing a ro u tin e  m an n er of putting
the cym bals  down and p ick ing  th em  up ?
A. V aluable tim e  can be  saved . In th is  w ay the  le a s t  p o ss ib le  
tim e  is  spend in  ad ju stin g  and p o sitio n in g  the cy m bals.
8. Q. N am e two w ays in  w hich antique cym bals  m ay  be p layed.
A. (1) They m ay  be p layed  in  p a i r s ,  ag a in s t each  o th e r.
(2) Singly, as a su sp en d ed  cym bal s tru c k  w ith a m a lle t.
9. Q. How is  v ib ra to  p ro d u ced  on the  antique cy m bals  ?
A. By shak ing  the hand holding the cym bal in  an up and down path  
w hile allow ing the cym bal to  flap .
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10. Q. D e sc rib e  the p lay ing  of a  p ia n iss im o  cym bal c ra sh .
A. The cym bals should  be angled s lig h tly  and held  at a lm o st eye 
lev e l. T h is allow s the p e r fo rm e r  to  c lo se ly  w atch the action  
of the cym bals  w hile keep ing  an eye on the  conducto r and the 
m u sic . A fu ll m ee tin g  of the cym bals should  be brough t 
about in o rd e r  to  p ro d u ce  a good tone quality .
R eading a ss ig n m en t num ber 4: D rum m ing  T echniques and T erm ino logy  
Guide to  T each ing  P e rc u s s io n , pages 66 th rough  73 and pages 
115 th rough  116.
T each ing  T echniques fo r  the P e rc u s s io n s , pag es  65 th rough  69.
T e s t q u estio n s  co v erin g  a ss ig n m en t n u m b er 4:
1. Q. The cym bal g rip  w hich em ploys the f in g e rs  th rough  the cym bal
s tra p  is  u sed  fo r what p u rp o se ?
A. M arch ing  band.
2. Q. C ym bal p lay ing  depends on the way in w hich the cym bals a re
_______________________ as w ell as the w ay in  w hich they  a re
brough t to g e th e r.
A. B rought a p a rt.
3. Q. When p lay ing  the b a s s  d ru m  w ith a ttach ed  cy m b als , how is  a
cym bal c ra s h  p e r fo rm e d ?
A. By s tr ik in g  the u p p er cym bal w ith the b e a te r .  (Not by  s tr ik in g  
the cym bal in the hand ag a in s t the cym bal on the b a s s  d rum . )
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4. Q. D e sc rib e  the f la re  s tro k e . W hen is  it  m o st com m only  u sed ?
A. The f la re  s tro k e  beg ins w ith the cym bals  s lig h tly  in fro n t of
e ith e r  thigh. The cym bals  a r e  then  b ro u g h t in to  con tac t w ith 
a ra p id  upw ard  sw eep. The follow  -th ro u g h  is  done by tu rn in g  
the w r is ts  so  th a t the cym bals  face  the conducto r. The f la re  
s tro k e  is  u sed  fo r  so lo  c ra s h e s .
5. Q. O ccas io n a lly  cym bal ro lls  a r e  m ark ed  to  be p layed  "w ith S.
D. s tic k s . " W hat type of r o ll  is  u sed  in  p e rfo rm in g  th is ?
A. The double s tro k e  ro ll .
6. Q. How a re  cym bals  dam pened when p layed  p ia tti  s ty le  ?
A. The p la y e r  d raw s the cym bals  to  m ake con tac t w ith h is
clo th ing  a t a po in t about ch e s t high.
7. Q. How is  the suspended  bym bal dam pened?
A. By g ra sp in g  it  f irm ly  w ith  the le f t hand.
8. Q. D e sc rib e  how the ta m -ta m  is  "w arm ed  up. " Why is  th is  done? 
A. The ta m -ta m  is  w a rm ed  up by  b ru sh in g  it  lig h tly  w ith a b e a te r
to  s ta r t  the v ib ra tio n  in  advance of the ac tu a l note. The 
w arm ing  up m ak es the  co n tro l of vo lum e e a s ie r .  It a lso  tends 
to  cau se  the gong to  sp eak  m o re  qu ickly  a f te r  the im pact.
R eading a ss ig n m en t n um ber 5: M usica l C om prehension
Guide to  T each ing  P e rc u s s io n , pages 66 th ro u g h  73.
T each ing  T echniques fo r  the P e rc u s s io n s , p ag es  65 th rough  69. 
The A rt of P lay in g  the  C y m b als , pages 21 th rough  26.
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T e s t q u estio n s  co v erin g  ass ig n m en t n u m b er 5:
1. Q. How can a p e r fo rm e r  te l l  w h eth er a w r itte n  p a s sa g e  should  be
p lay ed  on the suspended  cym bal o r  the hand cym bals ?
A. G en e ra lly  speak ing , a ll p a s sa g e s  fo r  the cym bals should  be 
p lay ed  w ith  the  hand cy m bals  u n le ss  n o ta ted  o th e rw ise .
2. Q. Soviet co m p o se rs  have adopted a s im p le  and effec tive  sy s tem
of cym bal no ta tion . D esc rib e  th is  sy s te m .
A. A ll ro lls  a r e  p layed  on su sp en d ed  cy m b als . Single no tes on 
the suspended  cym bal have a p lus s ig n  (+) o v er them . N otes 
to  be p layed  w ith  hand cym bals have a s m a ll  z e ro  (0) above 
them .
3. Q. C ym bal p a r ts  w hich a r e  w ritte n  in  the m u s ic a l s c o re  se rv e
th re e  b a s ic  p u rp o se s . W hat a re  th ey ?
A. (1) M aintain ing  the rh y th m ic a l continuity .
(2) In tensify ing  the d ra m a tic  e lem en t.
(3) Supplying a unique sound fo r  a p a r t ic u la r  m u s ic a l effect.
4. Q. W hat no ta tion  is  often u sed  fo r  cym bal so lo s?
A. A d iam o n d -sh ap ed  o r  x -sh a p e d  note.
5. Q. How can  a p e rc u s s io n is t  d e te rm in e  w h e th e r a  note should  be
p layed  a s  a  fu ll c r a s h  o r  a v a lu a tio n  c r a s h ?
A. By the c h a ra c te r  and tem po  of the co m p o sitio n  being  played.
6. Q. D ebussy  is  acknow ledged as the co m p o se r who p o p u la riz ed  the
u se  o f _________________ in the sc o rin g  of "A fternoon  of a F aw n "
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A. A ntique cy m b als.
7. Q. N am e two m ethods of in d ica tin g  th a t cy m b als  a re  to be 
allow ed to  r in g  beyond the w ritte n  value .
A. (1) A s lu r  o r  tie  m a rk .
(2) W ritten : "L e t R ing. "
UNIT IV - THE CYMBALS AND THE TAM -TAM  
C o rre la te d  A ssig n m en ts:
P laying:
D em o n s tra te  the f la re  s tro k e  w ith  the hand cym bals. 
D em o n s tra te  the su sp en d ed  cym bal ro ll .
D em o n s tra te  "w arm in g  up" the ta m -ta m .
M odern School fo r  S n are  D rum
O rc h e s tra l  e x c e rp ts  w hich com bine b a s s  d ru m  and cym bals, 
pag es  94-98.
P e rc u s s io n  E n sem b le  M ethod 
C ym bal s tu d ie s , p ag es  65-66.
O rc h e s tr a l  study, page 67.
P e rc u s s io n  q u a r te t, p ag es  67-69.
C ym bal p a r t  f ro m  a Sousa m a rc h , page 71.
P e rc u s s io n  en sem b le  p iece , pages 136-137.
O rc h e s tr a l  e x c e rp ts , pag es  138-145.
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Reading:
The A rt of P lay in g  the  C ym bals
The s to ry  of the  cy m bals  and how they  a r e  m an u fac tu red  
today, pag es  5-6 .
The p o s itio n  of the  cym bal p la y e r  in the  m o d ern  m u sica l 
o rg an iza tio n , page 2 7.
M ATERIAL U TILIZED  IN 
UNIT V
THE TYMPANI
B a r t le t t ,  H a r ry  R. P e rc u s s io n  E n sem b le  M ethod. Dubuque: W illiam  
C. B row n Com pany, 1961.
B a r tle t t ,  H a r ry  R. Guide W T eaching  P e rc u s s io n . Dubuque: W illiam  
C. B row n Com pany, 1964.
Goodm an, Saul. M odern M ethod fo r  T ym pan i. New York: M ills 
M usic, Inc. , 1948.
UNIT V 
THE TYMPANI
R eading ass ig n m en t n u m b er 1: P h y s ic a l P ro p e r t ie s  and T erm ino logy  
Guide W T eaching  P e rc u s s io n , pages 94 th ro u g h  97 to  P lay ing  
Spot.
T e s t q u estio n s  co v erin g  a ss ig n m en t n u m b er 1:
1. Q. L is t  two advan tages of the p la s t ic  tym pan i head.
A. (1) A tm o sp h eric  changes effec t i t  v e ry  l i t t le .
(2) Tuning is  m uch e a s ie r .
2. Q. The p la s tic  head  h as a d iffe ren t " fee l"  than  does the ca lfsk in
head . D e sc rib e  th is  quality .
A. The p la s tic  head  h as a h a rd e r  " fee l. " The tone m ay  be d e s ­
c r ib e d  a lso  as  h a rd . It is  re so n a n t and the  v ib ra tio n  tim e  is
equal to  the a v e rag e  ca lfsk in  head.
3. Q. In o rd e r  to  get a c le a r  tone f ro m  a tym pan i head  the tension ing
m u st be done in  w hat m an n e r ?
A. The ten s io n  m u st be equal a t a ll po in ts  a ro u n d  the c irc u m ­
fe re n c e  of the head.
4. Q. Two s e ts  of s tic k s  w hich a re  e x tre m e s  and should  be avoided
a re  the:
A. (1) V ery  h a rd  so lid  fe lt b e a te r  b a ll.
(2) V ery  fluffy  lam b s-w o o l v a r ie ty .
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5. Q. D esc rib e  a good g e n e ra l p u rp o se  tym pan i s tic k .
A. A m ed ium  h a rd  s tic k  of the fe lt  d isc  type.
6. Q. N am e two ty p es  of s tic k s  th a t a re  needed in  advanced  tym pani
p lay ing . Do not include g e n e ra l p u rp o se  s tic k s .
A. (1) H ard , fe lt  co v e re d  s tic k s  fo r  p lay ing  n o tes  of v e ry  p e r ­
c u ss iv e  n a tu re .
(2) Wood s tic k s  w hich a re  so m e tim e s  c a lle d  fo r  in  m u sic a l 
s c o re s .
7. Q. D iscu ss : C a re  of tym pan i s tic k s .
A. A ty m p an is t should  have a sp e c ia l d ra w s tr in g  type bag o r
a ttach e  c a s e  in  w hich to  c a r r y  h is  a s so r tm e n t of s tic k s . F e lt  
co v erin g s  th a t have roughed  up should  be  tr im m e d  when n e c e s ­
s a ry . It is  p o ss ib le  to  re c o v e r  w orn  out s tic k s  u sin g  p iano  
d am p er fe lt  tie d  w ith den ta l f lo s s .
8. Q. Why is  it  ad v isab le  to  m a rk  tym pani s tic k s  to  in d ica te  w h ere
the se a m s  a r e  lo c a te d ?
A. T ym pani s tic k s  should  alw ays be he ld  so  th a t the se a m  of the 
s titch in g  is  on the  up s id e  so  as  not to  co n tac t the d rum head .
9. Q. W hat should  be done if  the th re a d e d  end of the  s tic k  p ro tru d e s
beyond the  w a sh e r  u sed  to  hold  the  b e a te r  b a ll?
!
A. It should  be  cut off.
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R eading  ass ig n m en t n u m b er 2: P h y s ic a l P ro p e r t ie s  and T erm ino logy  
Guide to  T each ing  P e rc u s s io n , pages 97 th ro u g h  109.
M odern M ethod fo r  T ym pani, pages 10 th ro u g h  13.
P e rc u s s io n  E nsem b le  M ethod, pages 80 th ro u g h  87.
T e s t q u es tio n s  co v erin g  a ss ig n m e n t n u m b er 2:
1. Q. The p lay ing  spo t should  be  lo ca ted  betw een  an ad jacen t p a ir
of tuning h an d les . Why is  th is  s ta te m e n t t ru e ?
A. In o rd e r  to  avoid co n tac t of the s tic k s  w ith  the tuning hand les .
2. Q. W hat is  the c o r r e c t  heigh t of the tym pan i s to o l?
A. It should  be high enough to  b r in g  the s e a t  p o rtio n  up to  the 
sam e  lev e l as  the r im  of the k e ttle d ru m s .
3. Q. Why should  the f ib re  c o v e rs  be p laced  on th e  tym pani during
in te rv a ls  when they  a r e  not p layed?
A. To keep the heads f ro m  rin g in g  sy m p a th e tica lly .
4. Q. Why should  the tym pan i not be p laced  nex t to  the b a s s  d ru m ?  
A. The la rg e  heads of each  tend  to  p ick  up m uch unw anted sound
th rough  sy m p ath e tic  v ib ra tio n .
5. Q. M easu rin g  f ro m  the r im  of th e  tym pan i, in w hat a r e a  is  the
b ea tin g  spo t.
A. Not le s s  than  two in ch es  n o r  m o re  than  fo u r in ch es  fro m  the 
r im .
6. Q. Why is  it  im p o rta n t to  s tr ik e  the sam e  p lac e  on the  head  each
tim e  ?
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A. If th is  is  not done a  v a r ie ty  of uneven sounds a r e  p roduced .
7. Q. W hat c au se s  the v a r ia tio n  in  d rum head  ten s io n  of the ca lfsk in
tym pan i head?
A. The re la t iv e  hum id ity  in  the  a ir .
8. Q. W hat is  im p o rta n t about the  rebound  of the  tym pani s tro k e ?
A. It m u st be a b so lu te ly  f re e .  Any dow nw ard p r e s s u r e  on the
head  w ill cau se  a dam pening of the tone.
R eading ass ig n m en t n u m b er 3: D rum m ing  T echniques
Guide to T each ing  P e rc u ss io n , pag es  97 th rough  101.
M odern M ethod fo r  T ym pani, pages 10 th rough  13 and pages 
20 th rough  33.
T e s t q u estio n s co v erin g  a ss ig n m en t n u m b er 3:
1. Q. How would the k e ttle s  be  p o sitio n ed  in  a p a r t  w hich ca lls  fo r
th re e  tym pani ?
A. The k e ttle  th a t sounds the b e s t on high to n es  should  be p laced  
on the r ig h t, the second  s m a ll k e ttle  in  the c e n te r , the la rg e  
d ru m  on the le ft.
2. Q, Why is  i t  th a t som e p la y e rs  lean  fo rw a rd  w hile p lay ing  the
tym pani ?
A. The ta l le r  the p la y e r  th e  m o re  he w ill have to  lean  fo rw a rd
to m ain ta in  b a lan ce . An e r e c t  stand ing  p o s itio n  in  som e c a se s  
w ill not p e rm it  adequate  le v e ra g e  and b a lan ce .
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3. Q W hat o ccasio n  w ill n e c e s s ita te  the use  of a s to o l in  tym pani
p lay ing?
A. When the m u sic  c a lls  fo r  two s im u ltan eo u s  changes of tuning.
4. Q. D e sc rib e  the "G erm an "  s ty le  of holding the tym pani s tic k s .
A. The holding of the s tic k  "o verhand" in  the  s ty le  of the  r ig h t
s n a re  d ru m stic k . The fo re a rm  and w r is ts  a re  held  r a th e r  
s tra ig h t.
5. Q. D e sc rib e  the " F re n c h "  s ty le  of tym pani s tic k  g rip .
A. The s tic k  is  g ra sp e d  w ith the thum b on top of the  s tick . The
f in g e rs  a re  c u r le d  lo o se ly  around  the u n d e rs id e . T his m ethod 
depends la rg e ly  on su p p len e ss  of w r is t  m otion .
6. Q. On w hat o ccasio n  m igh t both  the F re n c h  and G erm an  handholds
be em ployed?
A. In the  c a se  of a c re sc e n d o  ro l l  s ta r t in g  v e ry  so ftly . As the
volum e is  in c re a se d  a g rad u a l sw itch  to  the overhand  (G erm an) 
s ty le  w ould in c re a s e  the  dynam ic ran g e .
7. Q. W hat is  sa id  to  be the  key to  good tym pan i s tro k e s  w hether
th ey  a r e  so ft o r  loud?
A. The snapping  ac tion  of the  w r is t .
8. Q. W hat d isadvan tage is  th e re  in  p lay ing  the  tym pan i in a s ittin g
p o s itio n ?
A. The lo s s  of fre ed o m  of m otion  w hich is  im p o rta n t fo r  p ro p e r  
execution .
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9. Q. Why is  i t  im p o rta n t to  s tr ik e  the sam e  p lac e  on the  head  each  
tim e  ?
A. If th is  is  not done a v a r ie ty  of sounds a r e  p roduced .
10. Q. W hat a re  the  two g e n e ra l ru le s  to  be fo llow ed when dam pening 
the ty m p an i?
A. (1) When a s in g le  note is  s tru c k  and is  to  be dam pened, i t  is  
b e s t  to  dam pen i t  w ith  the f re e  hand.
(2) In p a s sa g e s  w h ere  a  g re a t  deal of dam pening is  re q u ire d  
i t  should  be done w ith  the hand th a t s tr ik e s  the blow.
R eading a ss ig n m en t n u m b er 4: D rum m ing  T echniques
Guide to  T each ing  P e rc u s s io n , pag es  101 th rough  109. 
P e rc u s s io n  E nsem b le  M ethod, pages 80 th rough  87.
T e s t q u estio n s  co v erin g  a ss ig n m en t n u m b er 4:
1. Q. The g en e ra l ru le  in  tym pani p lay ing  is : When a lte rn a tin g
betw een  the high and low d ru m , use  the ________ on the high
d ru m  and t h e _______on the low.
A. Right; le ft.
2. Q. When is  the tym pan i tone dam pened v e ry  suddenly?
A. On s ta c c a to , j s h a rp ly  accen ted  o r  sfz  n o tes .
3. Q. The tym pan i r o l l  is  p ro d u ced  by ra p id  a lte rn a tio n  o f _________
A. Single s tro k e s .
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4. Q. D iscu ss  the speed  of the  ro ll  re la tin g  the  s tic k  a lte rn a tio n
ra te  to  the  p itch .
A. The r a te  of r o ll  a lte rn a tio n  m u st be m o re  ra p id  fo r  high tones 
than  fo r  low to n es. The im p ac t of the s tic k  m u st be in  ph ase  
w ith  th e  r a te  of v ib ra tio n  to  p roduce  a sm ooth  ro ll .  G rea t 
c a re  m u st be tak en  in  tim in g  the a lte rn a tin g  s tro k e s .
5. Q. W hat is  im p o rta n t about the  rebound  of the  tym pan i s tro k e ?
A. It m u st be  ab so lu te ly  f r e e  w ith  no lin g e rin g  of the b e a te r .
6. Q. W hat is  done to  " s e t t le "  the tym pani h ead  a f te r  tuning. What
is  gained  by th is  ?
A. A quick c i r c u la r  m otion  around  the  d ru m h ead  is  m ade with 
the hand using  a dow nw ard p r e s s u re .  T his p ra c tic e  tends to  
lo w er the  p itch  a l i t t le  but p re v e n ts  the head  fro m  going f la t 
w hile i t  is  being  p layed  upon. The head  should  be tuned 
s lig h tly  sh a rp  to com p en sa te  fo r  the s e ttlin g  of the head.
7. Q. W here and how is  the tym pan i head  dam pened?
A. A f irm  p r e s s u re  n e a r  the c e n te r  of the  head .
8. Q. N am e th re e  o ccas io n s  w hich would r e q u ire  dam pening of the
tym pan i.
A. (1) When no tes  c la sh  w ith  the su cceed in g  harm ony .
(2) T hose  no tes w hich p re c e d e  g e n e ra l r e s t s  o r  p au se s .
(3) F e rm a ta s  and fin a l no tes  a t the c o n d u c to r 's  cu t-o ff.
63
R eading a ss ig n m en t n u m b er 5: M usical C om prehension
Guide to  T each ing  P e rc u ss io n , pag es  97 th ro u g h  109.
M odern M ethod fo r  T ym pani, pages 9 th ro u g h  32,
P e rc u s s io n  E n sem b le  M ethod, pages 80 th ro u g h  87.
T e s t q u estio n s  co v erin g  a ss ig n m e n t num ber 5:
1. Q . ________________ out of the tym pan i r a th e r  than  pound it  in.
A. D raw  the tone.
2. Q. W hat is  the  m o st p r a c t ic a l  m ethod of le a rn in g  p itch  r e la t io n ­
sh ip s  ?
A. Singing the s o l- fa  sy lla b le s .
3. Q. Tuning gauges can  be an a id  in  tuning tym pan i w ith p la s tic
h ead s . It should  be kept in  m ind th a t the  f in a l a rb i te r  is
alw ays the ____ .
A. E a r .
4. Q. N am e s e v e ra l  m ethods of e a r  tra in in g .
A. L is ten in g  in ten tly  to  the  p ro g re s s io n s  of h arm o n y  and m elody; 
s tudy  of solfeggio; h a rm o n ic  and m elod ic  d ictation ; m e m o riz ­
ing the sound of in te rv a ls  by iden tify ing  th em  w ith f a m ilia r  
tunes; m e m o riz e  an A 440.
5. Q, Ind ica te  on a  s ta ff  the ran g e  of the la rg e  (28-inch) tym pani.
A. g
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6. Q. Ind icate  on a s ta ff  the  ran g e  of the s m a ll (25-inch) tym pani. 
A. _____________
7. Q. The m ain  b a s is  of tuning the tym pani is  a  thorough  knowledge
o f ______________.
A. In te rv a ls .
8. Q. When tuning  the  p ed a l tym pani w hat p ro c e d u re  w ill p roduce
the m o st a c c u ra te  in to n atio n ?
A. It is  alw ays b e s t  to  go below  the note d e s ire d  and then  tune 
up to  it.
9. Q. W hat in te rv a ls  o ccu r m o st f re q u e n tly  in  tym pan i p lay ing?
A. The p e r fe c t  fo u rth  and the p e r fe c t  fifth .
UNIT V - THE TYMPANI
C o rre la te d  A ssig n m en ts:
P lay ing :
D e m o n s tra te  a lte rn a tin g  the s tro k e s  f ro m  the  high to  the low 
tym pani.
D em o n s tra te  tuning the  tym pani to  a given p itch .
D e m o n s tra te  a c re sc e n d o  ro ll  s ta r t in g  v e ry  so ftly . Use the 
F re n c h  and the  G erm an  handholds.
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M odem  M ethod fo r  Tym pani 
Changing p itch  e x e rc is e s ,  pag es  18-19.
C ro s s -b e a t  ty p es, pag es  37-39.
S tacca to  e x e rc is e s ,  pag es  40-41.
T echnique e x e rc is e s  and o rc h e s tr a l  e x c e rp ts , pages 46-132. 
P e rc u s s io n  E n sem b le  M ethod 
Tym pani tuning s tu d ie s , pag es  84-85.
T echnique e x e rc is e s ,  pages 88-91.
O rc h e s tra l  e x c e rp ts , pag es  93-98.
P e rc u s s io n  en sem b le  p iece , pages 136-137.
Reading:
M odern M ethod fo r  Tym pani
T e rm s , a b b rev ia tio n s  and s ig n s , page 8.
E a r  tra in in g , pag es  14-15.
" L ite ra tu re  fo r  Tim pani^ page 39.
12
M ery in  B ritto n , " L i te r a tu re  fo r  T im pani, " The In s tru m e n ­
t a l i s t , Vol. XV, No. 11 (A ugust, 1962), p. 39.
M ATERIAL U TILIZED  IN 
UNIT VI
THE KEYBOARD INSTRUMENTS
B a r t le t t ,  H a r ry  R. P e rc u s s io n  E n sem b le  M ethod. Dubuque: W illiam  
C. B row n Com pany, 1961.
B a r tle t t ,  H a r ry  R. Guide ^  T each ing  P e rc u s s io n . Dubuque: W illiam  
C. B row n Com pany, 1964.
K ra u s , P h il. M odern M alle t M ethod. Vol. 1. New York: H enry  
A d le r, Inc. , 1958.
UNIT VI 
THE KEYBOARD INSTRUMENTS
R eading a ss ig n m en t n u m b er 1: P h y s ic a l P ro p e r t ie s  and T erm ino logy  
Guide to  T each ing  P e rc u s s io n , pages 74 th ro u g h  80 to  Common 
C h a r a c te r is t ic s .
M odern  M allet M ethod, pages 11 th rough  14.
T e s t q u estio n s  co v erin g  ass ig n m en t n u m b er 1:
1. Q. W hich of the m a lle t-p la y e d  in s tru m e n ts  h as a sound w hich is
h a rd , b r i t t le  and in c is iv e ?
A. The xylophone.
2. Q W hat two c h a r a c te r is t ic s  d is tin g u ish  the  v ib raphone  f ro m  the
m a rim b a  and the xylophone ?
A. (1) The m e ta llic  tone of the b a r s  m ade of a lum inum  alloy.
(2) The e le c tr ic a l ly  d riv e n  fans m ounted a t the top of each
re s o n a to r  w hich ro ta te  cau sin g  the v ib ra to .
(3) The d am p er pedal m ech an ism .
3. Q. In w hat w ay a r e  a ll  of the  k ey b o ard s of the m a lle t-p la y e d
in s tru m e n ts  s im ila r ?
A. The lo w er bank of b a r s  con ta in s the n a tu ra l to n es. The upper 
bank con ta in s the  c h ro m a tic s .
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4. Q. C om pare  m a lle ts  w hich a re  u sed  on the  m a rim b a  and the
xylophone.
A. The m a rim b a  should  n e v e r  be p layed  w ith  the h a rd  uncovered  
ru b b e r  m a lle ts  u sed  on the  xylophone. Soft, uncovered  
ru b b e r  m a lle ts  and y a rn  co v ered  m a lle ts  a re  u sed  on the 
m a rim b a .
5. Q. What is  unusual about the v ib ra to  of the v ib rap h o n e?
A. It is  a  v ib ra to  of in te n s ity  only, not of p itch .
6. Q. D iscu ss  the m ain ten an ce  of the v ib raphone .
A. The m oving p a r ts  of the  v ib raphone  should  be lu b ric a te d  w ith 
a lig h t m ach ine  o il. A co v er should  be p ro v id ed  to  keep dust 
fro m  accu m u la tin g  on th e se  p a r ts .  The b a r s  of the  v ib raphone 
m ay  be p o lish ed  w ith  m e ta l o r  s i lv e r  p o lish .
7. Q. D esc rib e  a  s ta n d a rd  ch im e m a lle t.
A. The m a lle t is  m ade of lam in a te d  le a th e r  o r  wood and looks 
lik e  a s m a ll m a ll.
8. Q. E xp la in  why the tw o -m a lle t technique of p lay ing  is  p o ss ib le
only w ith  ch im es equipped w ith a d am p er pedal.
A. The d am p er p ed a l f r e e s  one hand fro m  the  duty of dam pening 
n o n c h o rd a lto n e s .
9. Q. How is  the k eyboard  of the  m a lle t in s tru m e n ts  s im ila r  to the
piano k ey b o ard ?
A. The top row  of b a r s  r e la te  to  the b lack  keys on the  piano. The 
lo w er row  of b a r s  a r e  lik e  the  w hite keys of the p iano.
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R eading a ss ig n m en t n u m b er 2: P h y s ic a l P ro p e r t ie s  and T erm ino logy  
Guide to  T each ing  P e rc u s s io n , pages 80 th rough  89.
P e rc u s s io n  E n sem b le  M ethod, pag es  99 th ro u g h  100.
T e s t q u estio n s  co v erin g  a s s ig n m en t n u m b er 2:
1. Q. W ith the excep tion  of t h e __________________ , the m a lle t-
p layed  in s tru m e n ts  a re  e s se n tia lly  v ib ra tin g  wood o r  m e ta l 
p la te s .
A. C him es o r tu b u la r  ch im es.
2. Q. The follow ing p a ra g ra p h  d e s c r ib e s  the p lay ing  p o s itio n  of
w hat in s tru m e n t o r  in s tru m e n ts  ?
The m a lle ts  should  be kept d ire c tly  in  fro n t of the  body.
It m ay  be n e c e s s a ry  to  sh ift the  body w eight f ro m  one foot to  
the o th e r when changing r e g is te r s  of the keyboard . The p la y e r  
should  not s tan d  e re c t ,  bu t le a n  s lig h tly  fo rw a rd  to w ard  the 
keyboard .
A. The xylophone, m a r im b a  and th e  v ib raphone .
3. Q. Why a re  high v e lo c ity  p a s sa g e s  of ch ro m a tic  o r  d iatonic
s c a le s  m o re  p lay ab le  on the xylophone than  on the m a rim b a ?
A. B ecau se  the v ib ra tio n  of the xylophone b a r s  a re  of s h o r t d u ra ­
tion. The to n es  do not b lu r  o r  bu ild  up an a p p re c ia b le  clang.
4. Q. W hich of the m a lle t-p la y e d  in s tru m e n ts  h as  the la r g e s t  ran g e
of dynam ics ?
A. The v ib raphone .
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5. Q. Why a r e  the o r c h e s tr a l  b e lls  not su ited  to  ra p id  p a s sa g e s  o r
sc a le w ise  p ro g re s s io n s ?
A. B ec au se  of the a f te r - r in g  of the b a r s .  The o rc h e s tr a  b e lls
a r e  b e t te r  su ited  to p lay ing  s in g le  to n es, o c tav es and a rp eg g io s.
6. Q. W hat should  be done w ith o u t-o f-tu n e  m a r im b a  o r  xylophone
b a r s  ?
A. They should  be sen t back  to  the fa c to ry  fo r  tuning.
7. Q. W hat is  the  g lo ck en sp ie l?
A. O rc h e s tra  b e lls  (o r b e l l- ly ra ) .
R eading ass ig n m en t num ber 3: M allet T echniques
Guide to  T each ing  P e rc u s s io n , pages 80 th ro u g h  89.
1. Q. In p lay ing  c h ro m a tic  p a s sa g e s  on the m a lle t in s tru m e n ts , the
n a tu ra l no tes  should  be  s tru c k  a t the c e n te r  of the b a r  fo r 
m ax im um  re so n an ce . W here is  the  p lay ing  spot lo ca ted  on 
the c h ro m a tic  b a rs  ?
A. H alf w ay betw een  the  n e a r  end of the b a r  and the po in t at
w hich it a tta c h e s  to the  f ra m e . By usin g  th e se  n e a r e r  p lay ing  
sp o ts , m uch u n n e c e s sa ry  m otion is  e lim in a ted .
2. Q. (T rue  o r  fa lse . ) The b a s ic  handhold is  the sam e fo r  a ll the
m a lle t  in s tru m e n ts  w hen p layed  w ith two m a lle ts .
A. T ru e .
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3. Q. W hat techn ique is  u sed  to su s ta in  a ch o rd  beyond the  n o rm a l
s in g le  d u ra tio n ?
A. A tre m o lo . The m a lle ts  w hich p lay  the  ch o rd  tones a re  
a lte rn a te d  in  ra p id  sequence.
4. Q. When p e rfo rm in g  a s in g le  s tro k e  on the ch im es , w hat sec tio n
is  s tru c k  w ith  the m a lle t?
A. The top end of the tube. The m a lle t s tr ik e s  the "cap" sec tio n  
a t a s lig h t angle.
5. Q. How is  s tick w o rk  p e rfo rm e d  on an ascend ing  sca lew ise
p a ssa g e  ? And on a  descend ing  sc a lew ise  p a ssa g e  ?
A. A scending: beg in  w ith the le f t hand and a lte rn a te .
D escending: beg in  w ith the  r ig h t hand and a lte rn a te .
6. Q. The b e lls  re q u ire  dam pening by t h e  in o rd e r
to  avoid u n p leasan t c la sh e s  of tone.
A. F in g e r  tip s .
7. Q How is  the  dam pening  of the ch im es acco m p lish ed  ?
A. By g ra sp in g  the v ib ra tin g  tube f irm ly  w ith  the hand a t a point
about a foot below  the  top end.
Reading a ss ig n m en t n u m b er 4: M allet T echniques
M odern M allet M ethod, pages 11 th rough  17.
P e rc u s s io n  E n sem b le  M ethod, pages 99 and 100.
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T e s t qu estio n s co v erin g  a ss ig n m e n t n um ber 4:
1. Q. The le ft and r ig h t m a lle ts  should  fo rm  a lm o st a n in e ty  d eg ree
angle on the b a r .  The le ft m a lle t w ill be  above the  r ig h t. This 
p o s itio n  should  be kept a t a ll  tim e s  excep t fo r  changes in 
c h ro m a tic  p lay ing . Why is  th is  p o sitio n  and angle im p o rta n t?  
A. In th is  p o s itio n  the m a lle ts  w ill not in te r f e re  w ith each  o th e r.
2. Q. C a re  m u st be tak en  not to  s tr ik e  the b a r s  a t the poin t a t which
they  a re  s tru n g . Why is  th is  im p o rta n t?
A. The tone q u a lity  is  m uch th in n e r  a t th is  point.
3. Q. D e sc rib e  the action  of the a rm s  and w r is ts  in  p e rfo rm in g  the
m a lle t in s tru m e n ts .
A. A ll p lay ing  is  done w ith  the w r is ts  only. The a rm s  a r e  used  
to  m ove the  m a lle ts  s idew ays and not up and down.
4. Q. Why is  the tre m o lo  u sed  m o re  often on th e  xylophone and
m a rim b a  than  on the b e lls  o r  v ib rap h o n e?
A. S ince th e se  in s tru m e n ts  have wooden b a r s  they  do not have the 
su s ta in in g  pow er th a t the b e lls  and v ib raphone  have.
5. Q. D e sc rib e  the handholds of the r ig h t and le f t m a lle ts .
A. The m a lle ts  a re  g ra sp e d  in  the sam e w ay as  the r ig h t sn a re
d ru m stic k . The s tic k  is  he ld  a t a point s lig h tly  m o re  than  one-
th ird  of the way down f ro m  th e  end of the  handle.
6. Q. D e sc rib e  the re a d y  p o s itio n  of the m a lle t p r io r  to  s tr ik in g  a
b a r .
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A. About one inch  above the  b a r .
7. Q, The p o s itio n  of the m a lle ts  when p lay ing  the  h ig h est no tes is  
le f t  above r ig h t when p lay ing  on the sa m e  b a r . W hat is  the 
p o s itio n  in  the  lo w est r e g i s te r ?
A. R ight above le f t. The p o s itio n  is  r e v e rs e d .
8î Q. W hat is  the m otion  re q u ire d  of the  w r is ts  when m aking the 
s tro k e  ?
A. The w r is t  snap m otion.
9. Q. Why is  econom y of m ovem ent im p o rtan t when p lay ing  the 
m a lle t  in s tru m e n ts  ?
A. If w asted  m otion  is  e lim in a ted , p re c is io n  in  s tr ik in g  the 
d e s ire d  b a r  a t the r ig h t spo t and a c c u ra c y  in  s tr ik in g  notes 
in  d iffe ren t r e g is te r s  is  accom plished .
R eading a ss ig n m e n t n u m b er 5: M usical C om prehension
Guide W T each ing  P e rc u s s io n , pages 74 th ro u g h  89.
M odern M alle t M ethod, pages 8 th rough  18 and pages 24 and 25. 
P e rc u s s io n  E n sem b le  M ethod, pages 99 and 100.
T e s t q u estio n s co v erin g  a ss ig n m en t num ber 5:
1. Q. Why is  the m a rim b a  not often s c o re d  fo r  in the band o r 
o r c h e s t r a ?
A. B ecau se  the tone qu a lity  does not p e n e tra te . F o r  th is  re a so n  
the m a r im b a  is  e s se n tia l ly  a so lo  in s tru m e n t.
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2. Q. Both the o r c h e s tr a l  b e lls  and the b e ll ly r a  a re  tra n sp o s in g
in s tru m e n ts . Why?
A. The sound is  one octave h ig h e r than  th e  w ritte n  note.
3. Q. W hat a re  double s to p s?
A. T w o-note ch o rd s .
4. Q= Why should  so lo  p a s sa g e s  fo r  m a lle t in s tru m e n ts  be m em o ­
r iz e d ?
A. T his w ill enable the p la y e r  to  w atch the conducto r as  w ell as 
p e rm it  g lan ces  a t the keyboard .
5. Q. Why is  i t  th a t b e ll p a r ts  f req u e n tly  sound b e t te r  when p layed
an octave lo w er than  w ritte n ?
A. T his is  p ro b ab ly  b ecau se  the co m p o se r o r  a r r a n g e r  did not 
r e a l iz e  th a t the b e lls  sound an octave h ig h e r than  w ritten .
6. Q. U sing s ta ff  p a p e r  w r ite  a th re e -o c ta v e  s c a le  in  the tre b le
c lef. B egin th is  sc a le  on the F  th re e  le d g e r  lin e s  below  the 
s ta ff . W rite  in  the n am es above o r  below  each  note.
F G A B C D  E F G A B
#  W  ^  C D E F G A B C D E F
7. Q. W here a r e  the n a tu ra l ha lf to n es  on the k ey b o ard ?  
A. B etw een E and F  and betw een  B and C.
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8. Q, W hat is  an in te rv a l?
A. An in te rv a l is  the d iffe ren ce  in  p itch  betw een  any two to n es,
9. Q, W hat is  the  d iffe ren ce  betw een  a h a rm o n ic  in te rv a l and a
m elod ic  in te rv a l?
A. A h a rm o n ic  in te rv a l o c c u rs  when both  to n es  a re  s tru c k
sim u ltan eo u sly . M elodic in te rv a ls  a re  p layed  one tone a f te r  
the  o th e r.
10, Q. When o c tav es  o r  o th e r  double s to p s  a r e  p e rfo rm e d  w hat is  
the m o st im p o rta n t c o n s id e ra tio n ?
A, B alance, The m a lle ts  should  s tr ik e  s im u ltan eo u s ly  and w ith 
equal fo rc e ,
UNIT VI - THE KEYBOARD INSTRUMENTS 
C o rre la te d  A ssignm en ts:
P laying:
D em o n s tra te  the follow ing: (1) m a jo r  s c a le s  in  keys se le c te d  
by  d ire c to r , and (2) tre m o lo , in both h igh and low r e g is te r s .  
M odern M alle t M ethod, Volum e I 
S ca les , pages 19-23,
Scale and in te rv a l e x e rc is e s ,  pag es  25-29,
M ajor and m in o r th ird s ,  pages 30-32,
S ca les , in te rv a l s tu d ie s , double note ro l ls ,  pages 33-37,
M inor s c a le s , t r ip le ts  and in te rv a l s tu d ie s , pag es  38-46,
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S ca les , th ird s  and in te rv a l s tu d ie s , pag es  47-56.
In te rv a l and a rp eg g io  s tu d ie s , pages 57-61.
M inor s c a le s , in te rv a ls ,  double s to p s , p ag es  62-72.
In te rv a l s tu d ie s , tre m o lo  e x e rc is e s ,  m in o r s c a le s , pages 73 
80.
S ca les , a rp eg g io s , and ch ro m a tic  e x e rc is e s ,  pages 81-88.
P e rc u s s io n  E n sem b le  Guide
M alle t in s tru m e n t s tu d ie s , pag es  101-103.
O rc h e s tra l  e x c e rp ts , pag es  104-105.
Study p iece  fo r  p e rc u s s io n  en sem b le , pag es  116-117.
M odern M alle t M ethod, V olum e II
In te rm e d ia te  s tu d ie s  com bining techn ique e x e rc is e s  w ith 
m u sic  th e o ry  and h a rm o n y  s tu d ie s , 166 pag es .
L isten ing :
M alle ts , M elody and M ayhem  (co llec tion ), Saul Goodman, 
C olum bia 1533, S te reo  8333.
M ATERIAL U TILIZED  IN 
UNIT VII
THE LATIN AMERICAN INSTRUMENTS
B a r tle tt ,  H a rry  R. P e rc u s s io n  E nsem b le  M ethod. Dubuque: W illiam  
C. B row n Com pany, 1961.
B a r tle t t ,  H a rry  R. Guide W T eaching  P e rc u s s io n . Dubuque: W illiam  
C. B row n Com pany, 1964.
E vans, Bob. A uthentic Bongo R h y th m s. New York: H enry  A dler, 
I n c . ,  1960.
E vans, Bob. A uthentic Conga R h y th m s. New Y ork: H enry  A dler, 
I n c .,  1960.
K ent, J e r r y .  Handbook fo r  the School D ru m m e r . D enver: J e r r y  
K ent, 1964.
UNIT VII
THE LATIN AMERICAN INSTRUMENTS
Reading a s s ig n m en t n u m b er  1: P h y s ic a l  P r o p e r t ie s  and Term ino logy  
Guide W Teaching  P e r c u s s io n , pages  121 th rough  126. 
P e rc u s s io n  E n sem b le  M ethod, pages  121 th rough  125.
T e s t  questions  cover ing  a s s ig n m en t n u m b er  1:
1. Q. (T rue  o r  fa lse .  ) In a w ell m atched  p a i r ,  one clave will be of a
h ig h e r  p itch  than  its  m ate .
A. T rue .
2. Q. The cowbell is  not re a d y  fo r  use  until what adapta tion  has been
m ade ?
A. The cowbell should  be w rapped  n e a r  the la rg e  end with s e v e ra l  
winds of tape.
3. Q. Bongos a r e  s t ru c k  with extended index and m iddle  f in g e rs  of
both  r ig h t  and le f t  hands. What technique m ay  be employed 
when th is  m ethod does not p rov ide  su ff ic ien t vo lum e?
A. Sm all s n a re  d ru m s t ic k s  o r  t im b a le  dowells m ay  be used.
4. Q. Define: Tumbao.
A. B a ss  rh y th m s  upon which m o re  com plex  rhy thm ic  p a t te rn s  
a r e  built .
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5. Q. D iscu ss  b r ie fly :  the  se le c t io n  of m a ra c a s .
A. S ev e ra l  s iz e s  and types  should be t r ie d .  Selection should be 
m ade  on the  b a s is  of tone quality  and su itab il i ty  to  the m usic  
to  be p e r fo rm e d .
6. Q. What is  the nam e of the in s tru m e n t  tha t  m ay  be slung over
the  shou lder ,  held  betw een  the knees o r  f it ted  with ad justab le  
le g s ?
A. The conga drum .
7. Q. T h e ________ can be p layed  with a s tick , the back  of a comb,
a t r ia n g le  b e a te r ,  o r  a  tw o-pronged  w ire  s c r a p e r .
A. The guiro .
8. Q. T h e ___________ have a  m e ta l  sh e ll  u su a lly  m ade of copper  o r
b r a s s .  This in s t ru m e n t  has only top heads  which a re  tacked  
d i re c t ly  to the counterhoops.
A. The t im b a le s .
Reading a s s ig n m en t n u m b er  2: D rum m ing  Techniques 
Authentic Bongo R hy thm s, pages  5 th rough  8.
Guide to  Teaching  P e r c u s s io n , pages  121 th rough  126.
T e s t  ques tions  covering  a s s ig n m e n t num b er  2:
1. Q. When p laying the m a r a c a s ,  the seed s  should  s t r ik e  the she lls  
s im u ltan eo u s ly  and cau se  the sound to  be c r i s p  and rhy thm ic . 
How is  th is  done?
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A. By shaking the m a r a c a s  up and down in s h o r t  a r c s  using  
sh a rp  w r i s t  m otion.
2. Q. The cowbell should be  held  in t h e  hand with the  la rg e
end to the p la y e r 's  ________ .
A. Left; r igh t.
3. Q. The cowbell is  u su a lly  s t ru c k  with a d ru m s tic k .  What o th e r
m ean s  m ay  be em ployed?
A. It can be s t ru c k  with a clave tha t  has  been  w rapped  with tape.
4. Q. What does the following p a ra g ra p h  d e s c r ib e ?
The le ft  s t ic k  is  held  a c r o s s  the d ru m  so tha t  i ts  butt 
end is  on the head. The sh o u ld e r  of the s t ic k  m akes  contact 
with the  r im .
A. The c r o s s - s t i c k  technique of the s n a re  d ru m  substi tu ting  fo r  
the t im b a le s .
5. Q. W here  is  the b e s t  p laying  spot on the s m a l l  head  of the bongos?
A. As n e a r  the  edge on each  s id e  as  is  p o ss ib le .
6. Q. W here  is  the b e s t  p lay ing  spot on the l a r g e r  head?
A. The la rg e  head  is  not s t ru c k  on opposite  s id es  as is  the
s m a l l e r  head. The two index f in g e rs  s t r ik e  the head  at the 
edge c lo se  to  one ano ther .
7. Q. The bongo d rum  is  he ld  betw een the  knees  with the sh e ll  of the
d ru m  re s t in g  on the  ca lves  of the  leg s .  The s m a l le r  head is
on the p la y e r 's  _______. The l a r g e r  head  is  on h is    .
A. Left; r igh t.
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8. Q. Why m u st  the f in g e rs  get away f ro m  the head  im m ed ia te ly  
a f te r  the s tro k e  h as  sounded?
A. U nless  th is  is  done the p e rc u s s iv e  effect w ill be com ple te ly  
lo s t .
Reading a s s ig n m en t n u m b er  3: D rum m ing  Techniques 
Authentic Conga R hy thm s, pages  5 th rough  8.
P e rc u s s io n  E n sem b le  M ethod, pages  121 th rough  125.
Handbook fo r  the School D ru m m e r , pages  50 and 51.
T e s t  ques tions  co ver ing  a s s ig n m en t n u m b er  3:
1. Q. Nam e the th re e  d iffe ren t  sec t io n s  of the hand used  in  playing
the conga d ru m s .
A. The f in g e r  t ip s ,  the  pa lm , and the heel.
2. Q, How is  the  open tone p ro d u ced ?
A. By h itting  the edge of the  d rum  with the pa lm  of the hand and 
bouncing the  f in g e rs  off the drum head.
3. Q How is  the c lo sed  tone p ro d u ced ?
A. By h itting  the c e n te r  of the d ru m  with e i th e r  the full hand o r
the  p a lm  of the  hand.
4. Q. The two b a s ic  sounds p roduced  on the conga d ru m  a r e  the open
and the  c lo sed  tones. T h e re  is  one o th e r  im p o rtan t  sound, 
d e s c r ib e  it.
A. A s h o r t  p e rc u s s iv e  s lap , sounding m uch like two p ieces  of
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wood s lapped  to g e th e r .  This is  the lo u d es t  sound the conga 
d ru m  can  p roduce ,
5. Q. Why is  it  im p o rta n t  to cup the le f t  hand and hold it  s t i l l  when
playing the c laves  ?
A. The cupping p ro v id e s  a re so n a n c e  c h am b er .  By holding the 
le f t  hand s t i l l  and m oving the r ig h t  hand only when m aking  the 
s tro k e ,  g r e a te r  a c c u ra c y  in tone p roduc tion  is  brought about.
6. Q. How is  it  p o ss ib le  to obtain a v a r ie ty  of to n es  f ro m  the  cowbell? 
A. By s tr ik in g  d iffe ren t a r e a s  of the  cowbell.
Reading a s s ig n m e n t n u m b er  4: M usical C om prehension  
Authentic Bongo R hy thm s, pages  5 th rough  8.
Guide to Teaching  P e r c u s s io n , pages  121 th rough  126.
T e s t  questions  cover ing  a s s ig n m e n t n u m b er  2;
1. Q. What in s t ru m e n t  m ay  be used  as  a su b s t i tu te  fo r  the conga
d ru m ?
A. A to m -to m  o r  a s n a re  d rum  with the s n a re s  off.
2. Q. The m a r a c a s  a r e  u sed  in a ll L atin  A m erican  dances except
t h e ________ .
A. Tango.
3. Q. In the L a tin  A m e r ic a n  s ty le  the b a ss  d ru m  s h o u ld _________
an tic ipa te  the th i rd  b e a t  of the m e a s u re .
A. N ever.
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4. Q, The two heads  of the bongos allow fo r  a definite  tonal d i f fe r ­
ence. At what in te rv a l  a r e  the heads  tuned?
A. A p e r fe c t  fifth, to G.
5. Q. The heads of the bongos a r e  not as re so n a n t  a s  the la rg e  conga
d rum . Bongo heads p roduce  a d ry e r ,  m o re  in tense  sound 
which is  m o re  p e n e tra t in g  and idea l  fo r  what p u rp o se ?
A. A ccenting rh y th m s.
6. Q, (T rue  o r  fa lse .  ) Bongo and conga d rum  rh y th m s  a r e  often
in te rch an g eab le .
A. T rue .
7. Q. In o rd e r  to  d iffe ren t ia te  betw een the  s m a l l  bongo head  and the
la rg e  one, the notation  w ill o ccu r  on d iffe ren t sp aces  of the 
s taff. W here a r e  th e se  notes  w r i t te n ?
A. In the b a s s  clef. The no tes  fo r  the l a rg e  head  a r e  w r i t te n  on 
the  th i rd  space ,  the no tes  fo r  the  s m a l l  head  a r e  w ritten  on 
the fou rth  space .
Reading a s s ig n m e n t n u m b er  5: M usical C om prehension  
A uthentic Conga R hy thm s, pages  5 th rough  8.
P e rc u s s io n  E n sem b le  M ethod, pages  121 th rough  125.
Handbook fo r  the School D ru m m e r , pages  50 and 51.
T e s t  ques tions  covering  a s s ig n m en t n u m b er  5.
1. Q. What s n a re  d rum  ru d im en t is  v e r y  im p o rta n t  to the L atin  s ty le  
of conga d ru m m in g ?
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A. The flam .
2. Q. The m o s t  im p o r ta n t  b a s ic  function of the  m a ra c a s  is  to p r o ­
vide a s te a d y  flow to the  m u sic  by sounding a ______________
eighth-note p a t te rn .
A. Continuous.
3. Q. What L atin  A m e r ic a n  dance s ty le  em ploys the  m a r a c a s  held
in one hand, one up and one down?
A. The sam ba .
4. Q. The p ie rc in g  "pop" of the bongo is  ach ieved  by s tr ik in g  the
edge and the  head  s im u ltaneous ly .  This is  s im i la r  to  what 
s n a re  d ru m  technique ?
A. The r im sh o t .
5. Q. What is  the m ain  function of the  conga d ru m ?
A. P ro v id in g  a s tea d y  b a s s  r e g i s t e r  beat.
6. Q. Many L a tin  A m e r ic a n  dances a r e  bu ilt  upon the b a s ic  rhy thm
of t h e _________ .
A. C laves.
UNIT VII - THE LATIN AMERICAN INSTRUMENTS 
C o r re la te d  A ssignm en ts :
Playing:
D e m o n s tra te  the following: (1) playing technique of the c laves  
using  one of two t ra d i t io n a l  rh y th m s, and (2) p laying te c h ­
nique of the m a r a c a s  using  the s t ra ig h t  e igh th -no te  p a t te rn .
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P e rc u s s io n  E n sem b le  Method
B as ic  rh y th m  p a t te rn s  fo r  the  L a tin  A m erican  P e rc u s s io n  
group, pages  124-125.
Authentic  Bongo Rhythm s
Studies of a ll L a tin  rh y th m s  with h is to r ic a l  no ta tions, pages 
8-32.
A uthentic Conga Rhythm s
Rhythm  s tud ies  with h is to r ic a l  no ta tions, pages  10-32.
MATERIAL UTILIZED IN 
UNIT VIII
THE TRAPS AND SOUND E F F E C T  EQUIPMENT
B a r t le t t ,  H a r ry  R. P e rc u s s io n  E nsem ble  M ethod. Dubuque: W illiam  
C. Brown Company, 1961.
B a r t le t t ,  H a r ry  R. Guide to Teaching  P e r c u s s io n . Dubuque: W illiam  
C. Brown Company, 1964.
G oldenberg, M o rr is .  M odern School fo r  Snare  D ru m . New York: 
Chappell & Co. , Inc. , 1955.
Kent, J e r r y .  Handbook fo r  the School D r u m m e r . Denver: J e r r y  
Kent, 1964.
UNIT VIII
THE TRAPS AND SOUND E F F E C T  EQUIPMENT
Reading a s s ig n m en t n um ber  1: P h y s ic a l  P r o p e r t i e s  and Term ino logy  
Guide to Teaching  P e rc u s s io n ,  pages  110 th rough  120. 
Handbook fo r  the School D ru m m e r , pages  46 th rough  50. 
M odern School fo r  S nare  D rum , pages  118 th rough  120. 
P e rc u s s io n  E n sem b le  M ethod, pages  106 th rough  111.
T e s t  questions  covering  a s s ig n m e n t n um ber  1:
1. Q. What should be u sed  to  suspend  the t r ia n g le ?  Why?
A. A v e r y  th in  gut s t r in g  should be used. A d isc a rd e d  v io lin  gut 
D o r  G s t r in g  is  w ell su ited  fo r  th is  p u rp o se .  U nless  th is  
type of s t r in g  is  u sed  th e re  w ill be co n s id e rab le  deadening of 
tone.
2. Q. Name two types  of b e a te r s  used  in p laying  the woodblock.
A. (1) A xylophone m alle t .
(2) The s n a re  d ru m s t ic k s .
3. Q. What in s t ru m e n t  is  e s s e n t ia l ly  like the s la p s t ic k ?
A. The w h ip -c rack .
4. Q. In the p e r fo rm a n c e  of the tem p le  b locks ,  what s t ick s  o r
m a lle ts  a r e  u sed ?
A. Xylophone m a l le ts ,  fe l t  tym pani s t ic k s  o r  s n a re  d ru m s tic k s .
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5. Q. (T rue  o r  fa lse .  ) T em ple  blocks a re  m ounted on a f ra m e  with
the lo w er  p itched  b locks  to  the  p la y e r 's  r igh t.
A. F a ls e .  The low er p itched  b locks a re  to the p la y e r 's  left.
6. Q. W here  w ill the lo u d es t  "pop" sound be lo ca ted  on the wood­
b lock?
A. Dead c e n te r  and r ig h t  ov e r  the  opening.
7. Q. P e r c u s s io n is t s  use  w hat su b s ti tu te  in p lace  of the anvil?
A. A s te e l  b a r  o r  p iece  of i ro n  pipe.
8. Q. D e sc r ib e  two types  of s i r e n s  and th e i r  use .
A. The mouth s i r e n  which is  used  a t low er dynam ic le v e ls .  The 
hand s i r e n  which is  capab le  of a v e r y  loud tone.
9. Q. What in s t ru m e n t  is  u sed  to p roduce  the sound of h o r s e s
hooves ?
A. T em ple  b locks.
10. Q, Why is  a ch im e r a c k  adv isab le  ?
A. The ch im e ra c k  p re v e n ts  the tubes  f ro m  swaying under  the 
im p ac t  of the m a l le t  and c langing with ad jacen t tubes.
Reading ass ig n m en t n u m b er  2: D rum m ing  Techniques
Guide to  Teach ing  P e r c u s s io n , pages  110 th rough  115. 
P e rc u s s io n  E n sem b le  M ethod, pages  106 th rough  111.
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T e s t  ques tions  co ver ing  a s s ig n m e n t n u m b er  2:
1. Q. A wide v a r ia t io n  of tone is  p o ss ib le  f ro m  the  t r ia n g le .  What
th re e  f a c to r s  affect th is  tonal v a r ia t io n ?
A. (1) The weight of the  b e a te r .
(2) The spot which is  s tru c k .
(3) The kind of s tro k e  tha t is  used .
2. Q. Why should  the t r ia n g le  be he ld  in f ron t of the  p la y e r  a t  about
c h e s t  le v e l?
A. The tone of the  t r ia n g le  w ill p ro je c t  w ell if it  is  unim peded 
by  m u s ic  s tands  and the  backs  of sea ted  m u sic ian s .
3. Q. D iscu ss  the execution of the t r ia n g le  ro l l  using  one b e a te r .
L ocate  the  m o s t  convenient p laying spot.
A. The t r ia n g le  ro l l  is  done by a s e r i e s  of quick w r i s t  m otions 
w ith the b e a te r  held  c lo se  to a c o rn e r  of the tr ia n g le .  The 
up p er  c o rn e r  is  m o s t  convenient as  the b e a te r  is  not working 
ag a in s t  g ra v ity  as  i t  would be in one of the  low er c o rn e rs .
4. Q. On the tam b o u rin e  the  u sua l s tro k e  fo r  m ed ium  to  loud notes
is  m ade  in what m a n n e r?
A. The r ig h t  hand is  c linched  ligh tly  into a f is t  and brought
s h a rp ly  into con tact w ith the tam b o u rin e  head. A sh a rp  w r is t  
snap  ac tion  is  used . The le f t  hand is he ld  s ta t io n a ry  to avoid 
e x t r a  j ing le  sounds.
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5. Q. How is  the tam b o u rin e  s tru c k  when p lay ing  no tes  of soft
volum e ?
A. The head  is  s t ru c k  n e a r  the  edge with the  f i r s t  th re e  f in g e rs  
of the  r ig h t  hand.
6. Q. When the tam b o u rin e  p a r t  contains  rh y th m  f ig u re s  which a re
too ra p id  to  p lay  with a  s ingle  hand, what technique is  u sed ?
A. The tam b o u rin e  is  p laced  head  s ide  down on the knee which is 
r a i s e d  by  p lac ing  the foot on a c h a ir  o r  stool. In th is  position  
it  is  p o ss ib le  to use  both hands to  p lay  the  rh y th m  p a tte rn .
7. Q. T h e re  a r e  two s ta n d a rd  ro l l  techniques  fo r  the tam bourine .
D e sc r ib e  both including the dynam ic lev e l  of each.
A. (1) F o r  long ro l l s  at loud dynam ic le v e ls ,  the tam bourine  is 
he ld  with the a r m  s tr a ig h t  up, the w r i s t  is  ro ta te d  as 
ra p id ly  as  p o ss ib le .
(2) F o r  ro l l s  of s o f te r  dynam ics and s h o r t e r  dura tion  the
r ig h t  thumb is  w orked  ag a in s t  the g ra in  of the head. This 
co u n te rc lockw ise  r o ta r y  m otion b r in g s  about a s e r i e s  of 
fine v ib ra tio n s  which c a u ses  the m e ta l  j ing les  to sound 
softly .
8. Q. What is  the d isadvan tage  in using  two b e a te r s  when playing
the t r ia n g le ?
A. The in s tru m e n t  w ill have to  r e m a in  a t tach ed  to  the m usic  
s tand  and cannot be b rough t up to the b e s t  p laying  position .
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9. Q. When does the hand re m a in  in contact w ith the tam bourine  
until the j in g les  have s topped v ib ra tin g ?
A, When the tone is  dam pened.
10. Q. How a r e  v e r y  ra p id  rh y th m ic  f ig u re s  p layed  on the woodblock? 
A. The woodblock is  p laced  on the t ra p  tab le  and p layed with two
s n a re  d ru m s t ic k s .
11. Q. Rapid m oving ch im e p a r t s  and those  involving la rg e  skips
dem and the use  o f _________________ .
A. Two m a lle ts .
Reading a s s ig n m en t n um ber  3: D rum m ing  Techniques
Guide to T eaching  P e r c u s s io n , pages  117 th rough  120.
Handbook fo r  the School D ru m m e r , pages  46 th rough  50. 
M odern School fo r  Snare  D rum , pages  118 th rough  120.
T e s t  questions  cover ing  a s s ig n m e n t num b er  3:
1. Q. When p e r fo rm in g  a r o l l  on the  woodblock using  s n a re  d ru m ­
s t ic k s  what s tro k e  is  u sed ?
A. The double s tro k e  s n a re  d rum  ro ll .
2. Q. The c a s ta n e ts  a r e  p e r fo rm e d  by shaking the handle back  and
fo r th  so tha t  the sh e l ls  a l te rn a te  to sound the  d e s ir e d  rhythm . 
The r ig h t  hand holds the in s tru m e n t  at about c h es t  leve l.  What 
is  the  function of the le f t  hand?
A. The le ft  hand is  he ld  behind  the c a s ta n e ts  to  a s s i s t  in con tro l
and in r e a d in e s s  to  dam pen the end of the rh y th m  p a tte rn .
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3. Q. How is  the ro l l  p layed  on the c a s ta n e ts ?
A. By shaking the  handle  b ack  and fo r th  as  ra p id ly  as  p o ss ib le .
4. Q. D e sc r ib e  the  m a n n e r  in  which the  r a tc h e t  is  played.
A. The ra tc h e t  u su a lly  is  a t tached  by m ean s  of a clam p to the
b a s s  d ru m  o r  to the t r a p  tab le . The handle is  tu rn e d  in a 
c lockw ise  m an n e r .  To m ain ta in  a s tead y  volum e the handle 
m u s t  be tu rn e d  a t a constan t r a te  of speed .
5. Q. What is  a convenient m ethod of p laying the  s le igh  b e l ls?
A. Mount the s le igh  b e l ls  on a f la t  board . In th is  m a n n e r  rhy thm  
p a t te rn s  can be p layed  m o re  a c c u ra te ly  and dynam ic con tro l 
is  gained.
6. Q. Why is  it adv isab le  to  p ick  up the tam b o u rin e  with the head
s ide  up?
A. This m ethod  e l im in a te s  no ise . If the tam b o u rin e  is  tu rn ed  
o v e r  i t  w ill m ake  a g re a t  deal of u n n e c e s sa ry  sound.
7. Q, When p e r fo rm in g  a c re sc e n d o  ro l l  on the  tam b o u rin e  what is
gained by e levating  the  in s tru m e n t  as the  volum e becom es 
lo u d e r?
A. The m u sic  s tands  and m u s ic ia n s  in f ro n t  of the p e r fo r m e r  act
as  a sound b a r r i e r .  As the tam b o u rin e  is  e leva ted  the sound 
b eco m es  l e s s  r e s t r i c t e d  and the audience h e a r s  a g r e a te r  
am ount of sound.
8. Q. How is  the t r ia n g le  dam pened?
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A. It is  s topped o r  dam pened  with the hand.
9. Q. Why is  i t  d ifficult to  p roduce  a p r e c i s e  rh y th m ic  sound on the 
c a s ta n e ts  ?
A. C ontro lling  the  bounce of the sh e ll  is  v e r y  difficult.
10. Q. The s la p s t ic k  o r  whip is  p layed  with what type of w r i s t  m otion? 
A. A quick, snapping m otion.
Reading a s s ig n m en t n u m b er  4: M usical C om prehens ion
Guide to Teaching  P e r c u s s io n , pages  110 th rough  120 and 
pages  15 th rough  19,
Handbook fo r  the School D ru m m e r , pages  46 th rough  50.
M odern  School fo r  S n are  D rum , pages  118 th rough  120. 
P e rc u s s io n  E n sem b le  M ethod, pages  106 th rough  111.
T e s t  ques tions  cover ing  a s s ig n m e n t n u m b er  4:
1. Q. S taccato  dots a r e  often used  to  ind ica te  tha t  the tone of the
tr ia n g le  should  b e ___________ quickly.
A. D am pened o r  stopped.
2. Q How does a p la y e r  d e te rm in e  the b e s t  p laying  spot on the
t r ia n g le  ?
A. By ex p e r im en tin g  and l is ten in g  care fu lly .
3. Q. When playing the t r ia n g le  a ligh t w r i s t  m otion is  used  to p r o ­
duce the tone. What b a s ic  ru le  in p e rc u s s io n  p laying is  
e sp e c ia l ly  im p o r ta n t?
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A. D raw  out the tone.
4. Q. Two kinds of tone a r e  obta inable  on the  woodblock. How can
the p e r fo r m e r  d e te rm in e  which one to  u se ?
A. Choice of tone is  a point of m u s ic a l  judgm ent. The tone m u st 
f i t  the  m u s ic  being  played.
N am e the in s t ru m e n ts  d e s c r ib e d  in  the  following p a ra g ra p h s .
5. Q. This ancien t in s t ru m e n t  cam e  into the o r c h e s t r a  during  the
18th cen tu ry . It is  a  c o lo r is t ic  in s tru m e n t .  It is  often used  
to con tr ibu te  a de lica te  o r  e th e re a l  qua lity  to the  ensem ble . 
S om etim es  it  is  used  s im p ly  to add a dash  of m e ta l l ic  sound 
to the d ru m  tones .
A. The t r ian g le .
6. Q. This  in s t ru m e n t  is  often used  when a Spanish  o r  Gypsy f lavo r
is  d e s ire d .  It is  a hyb rid  in s tru m e n t  b e c a u se  i t  is  r e la te d  to 
both the d ru m s  and cym bals .
A. The tam bourine .
7. Q. The rh y th m s  p layed by th is  in s t ru m e n t  a r e  typ ica lly  rep e t i t io u s .
Its  use  im p a r ts  a Spanish  f la v o r  to the com position . It is  a
v e r y  difficult in s t ru m e n t  to  p lay  in a co n tro lled  m an n er .
A. The c a s ta n e ts .
8. Q. This  in s t ru m e n t  is  suggestive  of O r ie n ta l  m u sic .  It is  a lso
used  fo r  " r ic k y - t ic k "  vaudev ille  and e a r ly  D ixieland effects .
The p laying technique of th is  p e rc u s s io n  in s tru m e n t  is  v a r ied .
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It m ay  be p layed  with one o r  two d ru m s tic k s  o r  with a  s ingle  
xylophone m alle t .
A. The woodblock,
9. Q. This in s t ru m e n t  has  s e v e ra l  d iffe ren t p itch es .  T h ese  p itches  
a r e  indefin ite  but un m is tak ab ly  h ig h er  o r  low er.  It is  s o m e ­
t im e  used  to  su g g es t  an O rie n ta l  a tm o sp h e re .  It is  a lso  used  
to  im ita te  h o r s e s  hooves.
A. The tem p le  b locks.
UNIT VIII - THE TRAPS AND SOUND E F F E C T  EQUIPMENT 
C o r re la te d  A ssignm en ts :
P laying:
M odern  School fo r  Snare  D rum  
R e p e r to ry  fo r  tam b o u rin e ,  pages  100-108.
R e p e r to ry  fo r  t r ia n g le ,  pages  110-113.
R e p e r to ry  fo r  woodblock, page 116.
R e p e r to ry  fo r  c a s ta n e ts ,  page 117.
P e rc u s s io n  E n sem b le  Method 
T r ian g le  e x e r c i s e s ,  page 107.
T am bourine  s tu d ie s ,  page 109.
Woodblock s tu d ies ,  page  110.
C as tan e t s tu d ie s ,  page 111.
Chim e s tu d ie s ,  page 115,
Study p iece  fo r  p e rc u s s io n  ensem ble ,  pages  116-117.
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Listening:
P e rc u s s io n  P e r fo rm a n c e  No. 1 - M erv in  B r it to n  d e m o n s tra te s  
the tam b o u rin e , c a s ta n e ts  and t r ia n g le .  T h re e  c o lo r  f i lm ­
s t r ip s  and study  m anual with L P  re c o rd .  Lyons Band 
In s tru m e n t Co. , Chicago, 111.
Reading:
"T am b o u rin e  Technique, page 56. 
"T em ple  Blocks; The Gong, pages  69-70.
^^W illiam  S. H art ,  "Tahabourine Technique, " The In s t ru m e n ­
t a l i s t , Vol. XVII, No, 10 (June, 1963), p. 56.
^'^William S. H art ,  "T em p le  Blocks; The Gong, " The 
In s t ru m e n ta l is t ,  Vol. XIV, No. 4 (D ecem ber, 1959), pp- 69-70.
CONCLUSIONS AND RECOMMENDATIONS
The p a s t  two decades  have brough t about t re m e n d o u s  growth in 
the u se  of the p e rc u s s io n  in s t ru m e n ts .  U nfortunately , th is  grow th has 
not b een  p a ra l le le d  by  co m p a ra b ly  im proved  p e rc u s s io n  in s tru c t io n .
The p u rp o se  of th is  s tudy w as to  des ign  a study guide which would 
a s s i s t  the  high school s tudent in  acquiring: (1) a g e n e ra l  knowledge of 
the p e rc u s s io n  in s t ru m e n ts  and m ethods of th e i r  p e r fo rm a n c e ,  and 
(2) an  unders tan d in g  of the function  of the p e rc u s s io n  in s t ru m e n ts  in 
the band  and o r c h e s t r a .
As a m ean s  of fu lfilling  th e se  two r e q u ire m e n ts ,  the p e rc u s s io n  
l i b r a r y  w as es ta b lish ed .  The study guide, used  in conjunction with the 
p e rc u s s io n  l ib r a r y ,  endeavors  to: (1) fac i l i ta te  the  le a rn in g  p ro c e s s ,  
and (2) s t im u la te  in te r e s t  in p e rc u ss io n .  T hese  two fa c to rs  c o m p le ­
m en t one ano ther .  F o r  p u rp o se s  of c la r i ty  in s ta t in g  conclusions  and 
reco m m en d a tio n s  th ey  will be dea lt  w ith  se p a ra te ly .
F a c i l i ta t in g  L earn in g
A vailab ili ty  of good p e rc u s s io n  m a te r ia l s  is  the key  to f a c i l i ­
ta ting  the le a rn in g  p ro c e s s .  The e s ta b lish m e n t of the l i b r a r y  of p e r ­
cu ss io n  m a te r ia l s  is  a m eans  of doing th is .  The use  of the study guide 
a s s i s t s  by  a ss ig n in g  study m a te r ia l  in a log ica l sequence. The design  
of the s tudy  guide g rew  out of the  need  fo r  sequ en tia l  study.
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It is  reco m m en d ed  tha t  the individual d i r e c to r  p e ru s e  the 
a s s ig n ed  read in g  and c o r r e la te d  m a te r ia l .  The te a c h e r  m ay  w ish  to 
add to o r  de le te  sec t io n s  which he fee ls  do not need  em p h as is .  The 
c o r re la te d  a s s ig n m e n ts  a r e  e sp e c ia l ly  f lex ib le  and m ay  be f re e ly  
adapted  to sp ec if ic  teach ing  s itu a t io n s .  Individual teach ing  m ethods 
and techn iques  a r e  p a r t ic u la r ly  encouraged  in the  c o r re la te d  a s s ig n ­
m ent a re a .
It is  adv ised  tha t  the a s s ig n m e n ts  be m ade  a t r e g u la r  in te rv a ls  
to in su re  a s tea d y  educational growth. A ss ig n m en ts  m ay  be m ade to 
su it  a  given s itua tion , fo r  exam ple: a s s ig n m e n ts  m ight be m ade to  be 
done du ring  " ta c i t"  p a r t s  fo r  the p e rc u ss io n .  C o r re la te d  a ss ig n m en ts  
and te s t s  m ay  a lso  be f r e e ly  adap ted  to the teach ing  s itua tion  involved. 
An open book te s t  m ay  fit one s itu a tio n  w h e re a s  a ro ta tio n  sy s te m  of 
te s t in g  during  c la s s  t im e  m ay  f it  ano ther .  The th i r ty - s ix  ass ig n m en ts  
with co rre sp o n d in g  exam inations  m ight be em ployed as  a c o u rse  of 
study fo r  one school y e a r .  This  c o u rse  of study could be lengthened 
by allowing m o re  t im e  fo r  com ple tion  of each  ass ig n m en t.  It is  r e c o m ­
m ended tha t  te s t in g  of read in g  and c o r r e la te d  a s s ig n m e n ts  be done at 
r e g u la r  in te rv a ls .
The le a rn in g  p ro c e s s  m ay  be f u r th e r  fa c i l i ta te d  by su b sc r ib in g  
to p e r io d ic a ls  which will be p laced  in the p e rc u s s io n  l ib ra ry .  The 
following m a te r ia l s  a r e  suggested:
The Ludwig D ru m m e r , 1728 N orth  D am en Ave. , Chicago, 111.
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The Holton F a n f a re , F r a n k  Holton and Co. , E lkhorn , Wis.
The I n s t ru m e n ta l i s t , 1418 Lake S tree t,  Evanston , 111.
S ev era l  c h a r ts  and in fo rm a tiv e  pam p h le ts  a r e  ava ilab le  at no cost 
th rough  the Ludwig D rum  Company,
It is  re co m m en d ed  th a t  a l i b r a r y  of solo  and ensem ble  m a te r ia l  
be o rgan ized . Through th is  in te re s t in g  and s tim u la t in g  ac tiv ity  the 
s tuden t p e r c u s s io n is t  can r e a l iz e  the  fu ll po ten tia l  of p e rc u s s io n  i n s t r u ­
m en ts .  A com ple te  l i s t in g  of p e rc u s s io n  solo  and ensem ble  m a te r ia ls  
is  ava ilab le  at no ch a rg e  th rough  the  Ludwig D rum  Company.
As m entioned  p re v io u s ly  the  p r o c e s s e s  of fac il i ta t in g  lea rn in g  
and s t im u la t in g  in t e r e s t  a r e  c lo se ly  re la te d .  It w ill  be noted in the 
following reco m m en d a tio n s  tha t  th e re  a r e  s e v e ra l  a r e a s  of i n t e r r e l a ­
tionship .
S tim ulating  In te re s t
It is  re co m m en d ed  tha t  the p e rc u s s io n  l i b r a r y  be se t  up in an 
a r e a  v e r y  c lo se  to  the  p e rc u s s io n  sec t io n  of the band o r  o r c h e s t r a .  The 
sec tio n  le a d e r  should m ain ta in  and o v e r se e  the u se  of the  l ib ra ry .  
C u r re n t  p e r io d ic a ls  can be o rg an ized  and checked  out to the  individual 
m e m b e rs  of the sec tion . By keeping good p e rc u s s io n  m a te r ia l s  a v a i l ­
able to  s t im u la te  lea rn in g ,  a la s t in g  in te r e s t  in  the  m u s ic a l  p e r f o r m ­
ance of the p e rc u s s io n  in s t ru m e n ts  can  be in sp ired .
It is  su g g es ted  tha t  c h a r ts  and o th e r  v isu a l  aids be d isp layed  in 
the a r e a  of the p e rc u s s io n  sec tion . A s m a l l  bu lle t in  b o a rd  would be
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ideal.  Again, the d ru m  sec t io n  le a d e r  could s u p e rv is e  th is  activ ity .
The bu lle t in  b o a rd  could be used  to  s t im u la te  i n t e r e s t  in  c u r re n t  
re c o rd in g s  of p e rc u s s io n  so los  and e n sem b le s ,  f o r  t im e ly  news of 
in t e r e s t  to p e rc u s s io n is t s ,  and fo r  in fo rm ation  re la t in g  to m a t te r s  at 
hand. It is  reco m m en d ed  tha t  the  d i r e c to r  exp lo re  the p o ss ib le  use  of 
the tape  r e c o r d e r  in the in s tru c t io n  of p e rc u ss io n .  Audiovisual aids 
a r e  w ell  des igned  to d e m o n s tra te  techniques  of p e rc u s s io n  playing. 
R ecord ings of fine p e rc u s s io n  s o lo is ts  and e n sem b le s  should be m ade 
ava ilab le  to  the s tuden t. Concepts of s ty le , technique, and p e rc u s s io n  
te x tu re  can be fo rm e d  th rough  lis ten in g . The enco u rag em en t of s tuden t 
p a r t ic ip a t io n  in so lo  and ensem ble  p lay ing  is  h ighly  recom m ended . 
P e r fo rm a n c e  in  th e se  a r e a s  can  develop a high d e g re e  of m usic iansh ip .
The em ploym ent of a p e rc u s s io n  c lin ic ian  is  recom m ended .
The d e m o n s tra t io n  of p e rc u s s io n  techniques  in the  m a n n e r  of a fine 
m u s ic ia n  can be a tre m e n d o u s  m otiva ting  fo rc e  to  the young p e r c u s ­
s ion is t .
As s ta te d  b e fo re ,  m u s ic ian sh ip  cannot be  in sp i re d  by the 
w r i t ten  w ords  of a s s ig n ed  study m a te r ia l  alone. Through his continual 
dem and fo r  a r t i s t i c  p e r fo rm a n c e ,  the d i re c to r  can enliven m u s ic ia n ­
ship in  the p e rc u s s io n  sec tion .
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